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CHAPTER I 
STATEMENT OF THE PROBLEM AND THE REVIEW OF LITERATU"""rlE 
The Problem 
It was the purpose o~ this study to try to determine some 
o~ the characteristics o~ the music program in grades ~our, 
~ive and six. It was decided to obtain this information ~rom 
classroom teachers in re~erence to the programs conducted daily 
rather than to contact music supervisors who were responsible 
~or the more general trends and philosophies within a school 
system. 
y' 
The :Music Educators National Conference in 1951 and 
revised in 1955 published a list of activities and general 
program outline which was recommended ~or the elementary 
school. Through the use of an inquiry form the writers made 
a careful study o~ 45 teachers selected at random from 23 
communities in order to determine the musical preparation and 
the techniques employed in music by intermediate grade class-
room teachers. 
This was done with the intention o~ discovering whether 
the i~luence of the co~erence had permeated to the classroom 
teacher with suf~icient impact to influence the day in and 
day out teaching of music. 
!7 Music Educators National Source Book No. 2, Music in 
II American Education. Chicago: Music Educators National 
1 
Corii'erence, 1955 1 pp. 295-2~6 . 
I 
I 
H 
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REVIEW OF LITERATURE 
Research in Relation to Music Education 
Music is a vital part of our everyday lives and therefore 
should have an important place in the elementary school cur-
l/ 
riculum. As Pitts- points out: "The utilizing effect of 
socially purposeful music activities ought to be fully recog-
nized in the school curricula.u In accordance with the 
2/ 
preceding statement, the Music Educators National Conference-
in 1955 have made the following stated: 
11Music is just another experience which contributes 
to the physical, emotional, intellectual and 
social growth of each individual child. The pur-
pose of the elementary school, therefore, is to 
guide children through a pattern of varied ex-
periences in musical activity so that each child 
to the extent of his or her ability, will enjoy 
using music as a means of self expression and 
will develop a consciousness of music as an art 
and an understanding of the musical expression 
of others.u 
Today, educators throughout the nation have agreed that: 
"music should be given to every child, and that it is as 
much a part of the curriculum as the 11 three Rts 11 , spelling, 
3/ 
and geography," as stated by Grant.-
!( Lilla B. Pitts, The Music Curriculum In A Changing World, 
New York: Silver Burdett and Co., 1955,p. 83 
2/ Music Educators National Source Book No. 2, Music in .America:, 
Education, Chicago: Music Educators National Conference, 1955, 
P• 75 
~ Grant, Parks, Music for Elementary Teachers' New York: 
Appleton-Century Crofts Inc., l95l,p. 5 
2 
H I 
1/ 
Gelber- at the International Con£erence of Music in 
Brussels, Belgiumhas given three aims for music education: 
~ 1) to discipline physical and psychical actions and reactions, 
2) to awaken creative powers and 3) to evaluate the emotions. 
2/ 
In relation to the first aim Gelber- says: 
Gelber 
"By its very nature music is order, regularity, 
har.mony, cohesion, balance and proportion. It 
is accordingly one of the three perfect intel-
lectual disciplines, the others being religion 
and mathematics. Singing forces the pupil to 
realize in himself the laws of music in general 
and melody in particular. When he sings, he is 
at once the potter and the clay. Mastering the 
movement of music obliges him to master himself. 
Playing an instrument allows music to be re-
ceived passively, thus reducing its disciplinary 
power. Singing is the best form of activity to 
achieve the desired end and that instruments 
~lay an auxiliary part." 
makes this statement in relation to his second aim 
that of awakening creative powers: 
"Music, poetry and rhythmic dancing form the 
rhythmic groups of the arts whose influence on 
man is so mysterious. Music, particularly singing, 
awakens creative impulses in the mind which drive 
it to seek new channels of self expression, thus, 
singing tones the will and the imagination and 
mental activity is thereby invigorated. n 
!/ L. Gelbar, Music in Education, Brussels, Belgium: UNESCO, 
1955, pp. 174-175 
g( Gelber, Ibid., p. 174 
~Gelber, op. cit., p. 175 
3 
I 
y 
In speaking of his third alia, Gelber points out: 
nMusic acts directly on the emotions and has 
an intimate connection with the physical or 
psychical stimuli of the affections. Music, 
like all the arts, has the happy property of 
making the good lovable through beauty. The 
enlightened teacher will find in music and 
most of all in singing a key to the inner 
soul of a child and a means of fixing his 
attention on spiritual values." 
2/ 
Dykema and Cundiff- make the statement that 11music 
rightly taught notably enriches the life of the child, and 
. ~ 
aids the general purpose of the school program. n Malone in 
agreeing with Dykema and Cundiff feels that music in the school 
program provides for the free expression needs of the children. y 
Mursell states nine benefits th~t children can get 
through music: 1) discoveringpossibilities for noble and re-
warding enjoyment, 2) experiencing the refreshing and renewing 
magic of beauty, 3) helping children toward a better personal 
and emotional adjustment, 4) having the stimulating and re-
assuring experience of success, 5) helping children achieve a 
happy and rewarding group spirit and feeling 6) enhancing the 
group morale of the children, 7) discovering rewarding inter-
ests and occupations in their out of school living, 8) growing 
!/ Gelb9r, Ibid., p. 175 
g( Peter Dykema and Hanna Cundiff, School Music Handbook, 
Boston: c. c. Burchard and Co., 1955,p. 113 
£1 Marjorie Malone, Music In Education, Brussels, Belgium: 
~sco, 1955, p. 110 
4 
!J James Mursell, Music And The Classroom Teacher, New Yorki 
Silver Burdett and Co., 1951 ~, p .. 42 
================================#======== 
II 
towards interests and occupations that will be rewarding in 
later life, and 9) broadening cultural horizons by means of 
4lt exceedingly convincing and concrete experiences. 
Children should be aware of the number of ways in which 
1/ 
musiccan add to their enjoyment. As Myers- points out: 
nFor some this enjoyment will come by expressing 
the elements of music-rhythm, melody, harmony, 
mood, form-through bodily movement. Some will 
prefer singing alone or in groups, and others 
will choose to play instruments. Children with 
creative powers will use them to write songs. 11 
Besides finding various musical activities that will provide 
enjoyment, children should also feel successful in their 
. 2/ 
musical accomplishments. Malone~ stresses this poin~ by 
saying: 
11Every child has a right to feel the pride which 
comes when, through creative action, he is able 
to say to himself and others, 11 I did this my-
self,11 or 11 I like it this wayu, or "This is the 
way I feel today. 11 
'ij 
Mursell believes there are six approaches to music; 
1) organize the procedures \rlth reference to the children 
themselves, 2) give the children variety, 3) make the under-
takings simple and direct, 4) organi'ze the activities so that 
they are "experience-wise rather than lesson-wise", 5) use 
good music and 6) build up in the classroom the proper attitude 
for music so that there is initiative, responsiveness and 
f/ L~~ise Myers, Teaching Children Music In The El~mentary 
School, "Englewood, N.J.:· Prentice Hall Inc., 1956; p. 4 
g/ Malone, op. cit., p. 110 
~ James Mursell,Music And The Classroom Teacher, New York: 
5 
'I 
il 
freedom. Malone goes along with Mursell in saying that the 
children's experiences in music should be well integrated with 
other classroom activities that singing, drgmatizing, listen-
ing playing instruments, creating movements to music, and ex-
pressing the swing in music, can serve as a means of self-
expression, emotional release, spiritual satisfaction and 
intellectual stimulation when a mildts emotions seek a means 
of release. 
Careful plaru1ing is necessary in order to provide the y 
proper growth for the child. Jordelen makes the following 
statement; 
11 Careful planning is necessary if needs are to be 
met and growth is to take place. Planning in-
volves three questions: 1) Where are we starting, 
2) Where do we want to go ~d 3) How are we 
going to go?n · 
All the planning must be flexible. 
The most important factor in the music program therefore y 
is the classroom teacher. According to Sheehy, "The great-
est need of the classroom teacher is for her to discover 
herself musically." The elementary school teacher must have 
certain goals according to the Music Educators National Con-
Y ference. These goals are 1) understand the. child and 2) un-
!J Malone, op cit., p. 110-111. 
y.Marion Jordalen, "Music For The 9, 10, and 11 Year Olds, 11 
Music For Childrents LivinG, Washington,D. c.: Association For 
Childhood Education, 1955, p. 31 
Y Emma Sheehy, 11Music and the Classroom Teacher", Chicago: 
:Music Educators National Conference, 1951, P• 37 
!/Music Educators National Conference, op. cit., p. 89 
6 
derstgnd the musical environment. The important problem or 
the teacher is to foster musical growth through a rich musical 
environment. According to Mursell!/ the classroom teacher 
needs to supplement the music specialist in planning with her 
ovm children, because the music specialist can only make oc-
casional visits to the classroom. It is the classroom teacher 
who is responsible for the educational welfare of the children. 
It is the classroom teacher vvho can sense which tendencies 
towards creative digression rrom the regular classroom pro-
gramr1e are most likely to be of value of her pupils according y 
to Malone. Therefore we can quote the Music Educators Nation-
'§/ 
al Conference as saying that nsuccessful music teaching·results 
from pleasurable musical experiences and technical competence.rr 
The schools should be concerned with various phases or y 
the music program.~Dykema and Cundiff name some of the 
phases as: 1) providing for the correct use of the singing 
voice in free and spontaneous song, 2) music instruction 
should join with physical training in providing for bodily 
expression to music, 3) provide opportunities to hear good 
music and to listen to a :Variety of music, 4) provide for 
instrumental instruction, 5) give music which children can 
ij-James Mursell, Music And The Classroom Teacher, New York: 
Silver Burdett and Co., 1951, pp. 35-36 
g( Malone, op. cit., p. 111 
3/ Music Educators National Conference, op •. cit., p. 76 
!/Dykema and Cundiff, op. cit., p. 4 
7 
take home and 6) foster growth of cooperation and service. 
For intermediate grade children '~usic makes possible an 
y' 
extensive area for intellectual growth;' according to Myers. 
gj 
Myers continues to say that: 
11We not only wish to develop in all the children 
the ability to use music as a means of self-ex-
pression and communication, but we wish them to 
have an understanding of the musical expression 
of others. Music must reach the inner self for 
complete fruition.'" 
3/ 
Therefore, according to Dykema and Cundiff,- we should expect 
at the end of the sixth year that 1) the children should find 
pleasure in music and a desire to share it with others, 2) a 
repertory of songs which they can sing from memory, 3) the 
desire to listen to music with discrimination, 4) a beginning 
knowledge of same of the composers and characteristics of 
their music, 5) a sense of creativeness, 6) an appreciation 
for the relationship between music and bodily expression, 
7) ability to interpret simple printed music, 8) ability to 
use music notation for writing, and 9) some interest and un-
derstandinb of the possibilities of the piano and orchestral 
instruments. 
y Myers, op. cit., p. 12 
gj Myers, op • cit., P• 15 
'§) Dykema and Cundiff, o;e. cit., p. 355 
8 
_j 
The award and satisfaction-that a teacher can find in y 
bringing music to children is expressed by Mursell as: 
nFor you can experience the thrill of giving 
something eagerly received, and worth receiving, 
the thrill of new and charming relationships 
with your children, the thrill of. discovering 
for yourself more and more of the world of 
beauty you are opening up for them and possibly 
too the thrill for a new and well-founded self-
confidence in your own power.n 
Teacher Preparation: 
What attitudes in m~sic should the classroom teacher have 
or acquire if she is to direct a music program? The following 
2/ 
attitudes have been put dovm by Myers~ 
11The most important assets the elementary class-
room teacher can have for carrying on a music 
program for all the children in her class are: 
1) a consciousness of joy inmusical activity, 
and 2) an awareness of the joy music may bring 
to others. Without these feeling about music, 
the teacherrs guidance will be insincere, with-
out purpose, and without effect. With these 
feelings, her teaching will be sincere because 
she will enjoy the activities along with the 
children. Her verve and vivacity will result 
in enthusiastic teaching • . . • tt 
~ Myers goes on to say that: tiThe elementary classroom 
teacher should have the ability to sing artistically, to read 
music, to select materials, and to play some musical instru-
ment. 11 j;J 
Still further on, Myers gives the following recommend-
4ll ations for teacher training: 
!/ James Mursell, Music And the Classroom Teacher, New York: 
Silver Burdett and Co., 1951, pp. 3?-38 
2/Myers, op. cit., p. 183 
!lj Myers, Ibid, p. 195 
9 
1. 11 All prospective elementary teachers should 
know, from firsthand observation and par-
ticipation, the part music plays in the 
elementary school program ••••• 
2. An extensive singing, rhythmic and creative 
experience should precede any formal attempt 
to learn how to read music ••••• 
3. Prerequisites for technical courses in music 
should be imposed ••••• 
4. Since the musical backgrounds of students 
vary greatly at college entrance, arrange-
ments should be made to assure the actual 
growth of each student ••.•• 
5. Regulations should prevent the possibility 
of a student's taking Music II before he 
has taken Music I ••••• 
6. Learning to teach music should be the result 
of personal experience in learning music, 
the observation of music teaching, and a 
responsible effort to show the implications 
of principles learned in Child Psychology, 
the Psychology of Learning, and 11 how to 
teach 11 courses in other fields •••.• 
7. Conscious effort should be made to encoura~e 
the broadening of the musical background of 
these students ••••• 
8. The philosophy of teaching advocated by the 
elementary education department of the 
college should be exemplified in all the 
courses students are required to take ••..• 11 
Role of the Classroom Teacher: 
The classroom teacher plays, perhaps, the most important 
ll 
role in music education. Choate states that: 
l/ Robert Choate, "Music Instruction in the Self-Contained 
Classroom, 11 The National Elementary Principal, Vol. 30-37, 
(February, 1951) 
!i 
I
ll 
10 
ij 
l 11 
"From most educational viewpoints, the self-con- I 
tained classroom is ideal--given excellent teachers 
or adequate instructional assistance. It affords 
an opportunity for a functional use of music as 
desired throu~hout the school day. Possibilities 
for correlation and integration are practically 
unlimited. Students' musical interest·s can be 
developed and furthered through provision of many 
types of activities. Social and emotional needs 
can be met through music in a satisfying way by 
the teacher who has ~ broad knowledge of students 
as individuals, a teacher can hope to select and 
guide significant musical experiences. 11 
The classroom teacher kno'lrrs her cla,ss better than does 
the music supervisor. Therefore, she is more aware of their 
musical needs and, if ·she has the proper training, can enrich 
her teaching by using music often during the day. 
. 11 
McSwain claims: . 11 Improvement in the music curriculum 
will emerge when the classroom teacher recognizes and accepts 
her responsibility for teaching music. 11 
?J Glenn asserts that: "If the classroom teacher cannot 
teach children music, music education has lost the only hope 
of ever achieving any great improvement in the music programs 
in the elementary schools • 11 
Music education has made great strides during the past 
half-century, but. it has been largely through the efforts of 
the music specialists. Some growth has been achieved through 
il E. T. McSwain, '11 Improving the Music Curriculum in the 
Elementary School 11 , Music Educators Journal, Vol. 40:25, 
(June, 1954) · 
?J Neal E. Glenn, 11 Music and the Classroom Teacher", Educational 
Music Magazine, Vol. 33:20, (March, 1954) 
II 
I 
the occasional well-trained classroom teacher but the possi-
bilities seem unlimited if all instead of a few teacher were 
1/ 
trained adequately to teach their own music in the classroom7 
SINGING y 
Mursell states .that, "singing throws into high relief 
melodic flow, phrase structure, tonal trend, and tone quality." 
'§) 
Myers says, "singing is not only the means of expressing in-
dividual emotion but also the means of experiencing the 
emotions and feelings of others. 11 y 
In a discussion of music education, Mursell centers the 
doctrine of singing under three. propositions: 
11 1. Singing is just as natural as talking ••••. 
2. In the act of. song a person gains a very 
direct and intimate contact with, and ex-
perience of, music itself •..•. 
3. Singing is more than a purely vocal activity; 
it is an activity which involves the entire 
personality ••••• 11 y 
Kiely in his analysis of 11basic texts in singing and of 
texts pertaining to the classroom teacher to determine the 
1/ Kiely, op.cit., p. 19 
gj James L. Mursell, Music in American Schools, New York: 
Silver Burdett Co., 1953, p. 69 
3/Myers, op. cit., p.29 
!/ J~es L. Mursell, Music and the Classroom Teacher, New York: 
Silver Burdett Co., 195l,p. 172 
~ Dennis K. Kiely, 11An Evaluation of the Competencies of Be-
ginning Elementary Classroom Teachers in Music Theory and Sing-
ing in Various Teacher Training Institutions of New England 11 Unpubli~d Doctoral Dissertation Boston Universit Boston:i956 
12 
_jl 
facts involved in singing", came up with eleven basic elements 
of performance. 
1. 11Ability to stay on key 
2. Tone 
3. Diction 
4. Expression 
5. Range 
6. Accuracy of intervals 
7. Rhythm 
8. Note and rest values 
9. Tempo 
10. Ability to read using a tonal device 
11. Ability to read directly from words and music." 
Sight Singing: 
Outstanding among the systems of teaching sight reading 
are the fixed Do, and movable Do methods. Singing with scale 
numbers or letters is a variation on the last named system. 
One other system involves the use of neutral syllables. 
In the fixed Do system Do always remains on C,the rest 
of the syllables remaining on their respective positions on 
up the scale. Thus, if one is singing,_ say, the tonic triad 
in the key of G major, he would sing sol ti re instead of 
transposing the syllables to fit the new key and singing do 
mi sol. Instrumentalists favor this method of sight singing 
as compared to the vocalists' preference of the movable Do 
system. 
From her "study of two methods of teaching sight singing y 
in the fourth grade" Hutton finds that: 
1/ Doris Hutton, "Comparative Study of Two Methods of Teaching 
Sight Singing in the Fourth Grade", Journal of Research in 
Music Education, Vol. 2:4-29, (Spring, 1954) 
13 
\I 
I 
Dykema 
11 
••••• No system has ever been completely successful 
when pupils lacked the musical background necess-
ary to comprehend the significance of the various 
musical symbols and the space relationships of 
tones. Unless the individual student has devel-
oped a basic musical vocabulary and has through 
long association acquired an understanding of 
the significance and purpose of the more common 
musical symbols, he is likely to understand 
very little of their relationship to sight 
singing ..•.• 
••••• In both the reading of words and of music 
from a printed page, the progress of the student 
depends to a greater extent upon his background.u 
and. Cundiff!/ point out the fact that:. 
11 We consciously use the term music reading in-
stead of sight singing because the latter is 
based on the former. Sight singing is a more 
expeditious development of music reading, just 
as running is a speeding up of walking. n 
Good Singing: 
Good singing is a definite intellectual experience. It 
-.. . 
... ~. 
involves the physical as well as the mentality of an iridi-
gj .. 
vidual. Myers states that good singing is characterized by 
the following: 
111. Good tone quality ..••• 
2. Correct tempo •...• 
3. Correct rendition of the symbols on the written 
page •..•• Change in dynamics and rhythm are 
relative. 
4. Correct phrasing. A good singer sings as a 
good reader reads. 
Y Dykema and Cundif'f, op cit., p. 205 
y Myers, op •. cit., p. 29·" 
14 
5. Obvious emotional responses •••• Their faces 
mirror their inner responses. 
6. Good enunciation. Enunciation means 11distant 
articulation''. 
7. Good pronunciation •••• Words are important in a 
song, and the true identity of each must be 
preserved." 
Part-Singing: 
Part singing begins in the fourth or fifth grades. Some 
music educators feel that entirely too much emphasis is given 
to part singing. They are distressed over the fact that unison 
singing is almolJ exclusively limited to the primary grades. 
Kwalwasser has stated that: 
In 
writes: 
"Excessive part singing in the public schools is 
unsatisfactory because: 1) it reverses society's 
judgement: 2) it presumes that every child has 
the necessary harmonic sense: 3) it has been used 
as, but never can be a substitute for the piano 
accompaniment: 4) it conflicts with the tempo of 
youth: 5) it is wasteful in time: 6) it impover-
ishes public school music: 7) it fails -to reward 
work with commensurate pleasure: 8) it is not ad-
equately realized: 9) it does not represent the 
best.music literature; and 10) genuine basses and 
tenors are hard to find.n y 
defense of the aforementioned statements, Gehrkens 
nso far as the mere difficulty o:t:' part singine; is 
concerned, there is no reason why it could not be 
introduced earlier, but it is generally agreed that 
certain other types of musical activity are more 
valuable in the earlier stages •••• It is recom-
mended that even in school in which the children 
have had very little musical training before this 
time, some approach to singing in more than one 
part be made during the fifth year. u 
!/ Jacob Kwalwasser, Problems in Public School Music, New York: 
M. Witmark and Sons, Educational Publications 1941, p. 62 
Y . Gehrkens, Karl Wilson, Music in the Grade Schools, Boston: 
C. c. Birchard and Company, 1934, p. 34 · 
., 
' 
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Audio-Visual Aids: 
Some advantages of using audio-visual aids in the music y 
program are given by Nickerson: 
n- ••••• The selective character of experience con-
tained in the aid, if dictated by worthy edu-
cational purposes, will tend to brighten as 
well as broaden experience. Again the organi-
zation given this selected experience, par-
ticularly in the sound film and slide film 
with recording, can develop the quality of 
musical experience and learning even beyond 
the usual musical contact ••..• These aids form 
the magic carpet by which a youngster can be 
completely removed from the four walls of a 
classroom. As libraries of recordings, films 
film strips, slides, and radio-transcriptions 
expand and as teachers become better able to 
exploit their potentialities, there will be few, 
if any, elements of musical contact inaccessible 
to students. The opera, the music hall, the 
folk singer, the major artist, the choicest 
symphony, the name band, the cathedral choir--
each will be close personal experience to every 
boy and girl ..••• u 
Records are of tremendous help to a teacher who feels he 
11 cantt singtt and by singing he confuses the class. In sum-
marizing his rather lengthy discussion of the possibilities 
of records for the organization of singing situations, 
2/ 
Mursell tells us: 
11 
••••• (a) Always choose songs primarily on the 
basis of their expressive significance and 
aesthetic appeal. Songs lacking in these 
characteristics are not germane to your pur-
pose, which is to bring music to your children. 
Y James F. Nickerson, ttThe Magic Carpet of Music Education", 
Music Teachers National Association, Proceedings, 1947, p. 106 
2/ James L. Mursell, Music and the Classroom Teacher,. New York: 
Silver Burdett Co., 1951,p. 190 
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••••• (b) Choose recordings in which the presenta-
tion is direct, simple, imaginative and inviting • 
•..•• (c) Pay attention to the pitch range, the 
upper limit of which should correspond approxi-
mately to that of the treble staff. Beware of 
songs that go too high • 
••••. (d) Beware of songs that involve too much 
intricacy in the melodic line. 11 
There are many excellent films put out for the teacher 
who doesn't think he can sing or who feels his singing is 
more of a hindrance to class progress than a help. One of 
. 1/ 
these films is the following:-
Introducing Part Singing, Johnson Junt Produc-
tions, Hollywood -- 20 minutes. 
" This film is designed primarily to stir~.u­
late interest in part sinLing for the inter-
mediate grades and early Junior Hieh School. 
For the teacher it shows a logical procedure 
in the teaching of two part singing in an 
actual classroom enjoying a musical experience. 
The class warms up on a familiar round, fol-
lowed by a descant to 11Row, Row, Row Your Boat." 
The teacher introduces harmony to a familiar 
melody by singing the alto. Through singing 
and listening, the class decides that singing 
in harmony offers much more fun and satisfac-
tion. The film ends with a finished perfor-
mance of the song using a student director 
and the auto-harp of accompaniment ..... 11 
Music Tests for Singing: 
2/ 
In their chapter on music tests, Brooks and Brown- make 
the .following conclusions which are pertinent to this study: 
y Music Educators Journal, 11Audio Visual Forum," Chicago, Ill: 
<Sept. - Oct. 1952), p. 36 
2/ Marion B. Brooks and Harry A. Brovvn, Music Education in the 
Elementary School, New York: American Book Co. 1946, p. 187 
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l. 11There is no test which measures compre-
hensively and entirely satisfactorily any 
one of the larger prqcesses or abilities 
which represent the main curriculum objec-
tives of modern music ·education, such as, 
for example, song singing ability, or 
ability to read music, or appreciation of 
good music. 
2. There is need for an elementary school test 
of musical information. 
3. A need exists for a test of ability to read 
music but perhaps such a test cannot be made. u 
The following are five tests to compare an individual's 
sight singing ability with such factors as word reading 
achievement, intelligence quotient, previous musical ex-
periences, musical ability, and the desire to perform with a y 
musical instrument as tabulated for us by Hutton. 
1. Individual sight reading test 
2. Jones Music Recognition Test 
Carl Fischer, Inc. 
New York, New York 
3. Tilson - Gretsch Musical Aptitude Test 
Fred Gretsch Musi,c Company 
New York, New York 
4. New California Short-Form Test of Mental 
Maturity 
Elementary '47, S-Form 
California Test Bureau 
Los Angeles, California 
5. Metropolitan Achievement Test 
Elementary Battery: Form S 
World Book Company 
New York, New York 
!/Doris Hutton, op. cit., p. 29 
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To determine the childts previous musical experience, y 
Thorn has devised this questionnaire: 
Listening: 
Name 
--------------------
Age 
-------- ------
1 .. Can he carry a tune? 
2. What song does he sing most often? 
3. Does he create his own melodies? 
4. Does he repeat these melodies or are they 
different each time? 
5. Does any member of his family sing? 
6. Does any member 
instrument? 
of his family play an 
7. What instrument does the child hear? 
(Mark with a line) Piano--Phonograph--
Radio--Violin--etc. 
8. Remarks--Add on other side of any other 
information about the child's musical 
interests, environment or heredity. 
y 
Mursell says: 
"In encouraging and enabling pupils to listen 
we should have in mind certain basic purposes 
which will determine our procedures and choices. 
1. First and foremost, we should center upon 
listening for general enjoyment •.•• Moreover, 
in listening for general enjoyment the treat-
ment of actual experience itself, and comment 
and discussion a bout it before and after, 
should not turn extensively on matters of 
y Alice G. Thorn, nwrusic For Young Children," New York: 
M. Wi tmark and Sons, Educational Publications, 1929, p. 29 
'!:./ James L. Mursell, :Music in .American Schools, New York: 
Silver Burdett Co., l943,p. 151 
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.fact or points of analysis, except in so far 
/ 
as these may reinforce the impression that is 
desired. · 
2. We should consider listening as an important 
agency for general music motivation •...• 
3. Listening, again, is an important means of 
musical exploration, and should be treated 
as such ••••• 
4. Listening should be regarded as an agency 
for the establishment of discriminating 
standards •••.. This suggests the value of 
encouraging critical group discussion of 
compositions which have been heard, in which 
the children are encouraged to express their 
frank opinions, but warned not to consider 
these opinions as final and absolute .••.• 
5. Listening should be treated as a still more 
direct motive for performing ••.•. 
6. Listening as part of the school program 
should be definitely planned and employed 
as a means of promoting the use and enjoy-
ment of music out of school ...•• " 
Guided Listening: 
Guided listening is directing the pupils' attention to 
listening. If there is a listening period for music, then 
it should be just for that purpose, and not for li~Jtening 
to the teacher talk. 
Ther·e are three things to be kept in mind when the teacher 
1/ 
is planning for growth in listening. Myers- lists these as: 
II 1. Guided listening brine;s about greater de-
velopment in the power to understand music 
than does merely playing a record after 
announcing vlhat selection will be heard. 
1/ Myers, op cit., p. 167 
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2. There must be opportunity for children to hear 
compositions in their entirety as well as by 
sections. 
3. Too much talk by the teacher is as harmful as 
too little, if not more so." y 
Myers goes on to give some suggestions for guided 
listening: 
1. nTo bring about an awareness of mood. Compare 
and contrast compositions as to which best 
carries out the mood suggested by a title •.••• 
2. To bring an awareness of form. Ability to 
recognize melodies is important •.••• 
3. To bring about an awareness of the character-
istics of different styles of music •••. Music 
can be discussed in terms of its fundrunental 
elements: rhythm, melody, and harmony; to-
gether with the distinguishing quality of 
tone or timbre of the instrument or instru-
ments that produce :i.t ••••• n 
There are two points the teacher must abide by when pre-
Y 
senting the music lesson, according to Mursell. The first 
is ••.•• 11 do not think of listening to music. in terms of music 
appreciation. 11 Many teachers think of the listening program 
as such, but this is a misconception. The second of the two 
points is ••.•• 11 do not think of organizing listening experiences 
in terms of conducting appreciation lessonsn. The teacher 
should conduct the listening area of the music education pro-
grrun so as each child gets and has a definite musical experienc • 
1/ Myers, Ibid., pp. 168-169 
~ James L. Mursell, Music and the Classroom Teacher, New York: 
Silver Burdett Company, 1951, pp. 143-44 
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A number of points in connection with the promotion of y 
musical initiation are given and explained by Mursell: 
Rhythm 
l."So far as possiblepupil's choices and pref-
erences about what music to listen to should 
be elicited and heeded ••••• on the upper grade 
levels, discussions and readings about music 
and musicians can be shaped to bear fruit in 
requests for the hearing of this or that com-
position. 
2. Free listening out of class, and undirected 
reading about music are both very desirable 
initiative opportunities, if facilities can 
be provided. The value of such activities 
can be increased if pupils are encouraged to 
report informally in class about what they 
have heard or read. 
3. There should be deliberate efforts to en-
courage pupils to contribute to the listening 
experiences and opportunities of the class, 
by bringing records of their own to school, 
or by volunteering their own performance ••••• 
4. One outcome toward which the v1hole range of 
listening experiences should be pointed is 
to broaden the basis of musical choice as 
maturity increases ••... 11 
Rhythm is movement. 
11The first and most natural movement to anysme 
whether child or adult, is a free movement made 
to underlying rhythmic swing of music." Y 
These movements are first experiences through the large 
!I 
muscles. Andrews stresses this when she states: 
!/ James L. Mursell, Education for Musical Growth, New York: 
Ginn and Co., 1948, p. 168 
g/ Marguerite V. Hood and E. J. Schultz, Learning Music Through 
Rhythms, Boston: Ginn and Co., 1951, p. 1 
3/ Gladys Andrews, Creative Rhythmic Movement for Children, 
New York: Prentice Hall,. Inc., 1954, p. 3· 
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"The greatest concentration should be on the 
development of such gross locomoter movements 
as jumps, skips, leaps, bends, swings and 
stretches. These movements serve as a founda-
tion of a program in creative rhythm." y 
Parks confirms this with the explanation that: 
"The child's large muscles develop before the 
small ones, thereforethis type of motion seem 
quite logical as an early activity. Swaying, 
bending, racking, skipping and galloping are 
• all useful as any large arm or body movement." 
2/ 
Hood- gives further reason for emphasizing the large 
ovements in the teaching of rhythm: 
"The so-called natural rhythms (walking, skipping 
and running) are stressed because these rhythms 
are correlated definitely with music notation." 
In summary these rhythms are parallel to the fundamental 
'9.1 . 
notation in music. 
The elementary educator is justified for the time and 
emphasis placed upon rhythm and its activities in the elemen-
Y 
tary school probram. According to Dykema and Cundiff: 
11Rhytbm is the result of order and arrangement. 
It involves a conception of wholeness, in which 
parts are assigned in relation to each other, 
doing away with loose ends and unifying all 
parts. Rhythm make for grace, charm, assurance 
and ease.n 
5/ 
Reinforcing this premise,'Perham- says that: 
ttpsychologically we feel that we are sound in 
including in our music work, especially in the 
lower grades, a great deal of rhythm ••••• Our 
y ParkS.~ op. cit., p. 207 
2/ Hood, op. cit., p. 9 
~ Hood, op. cit., p. 9-10 Y, Dykema and Cundiff; op. cit., p. 173 
~ Beatrice Perham, Music In The Elementary School, Chicago: 
Neil A. Kjos Music Company, 1947, p. 23 
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feeling that this is a sound procedure is that 
this form of expression tends to give children 
an immediate form of satisfaction and requires 
a physical response from the whole child, the 
moving, thinking, feeling child, that any other 
]hase of music." 
!I 
Andrews gives more meaning to the justification of a 
definite time devoted to the rhythmic activities in elementary 
school program by saying: 
"The desire for the expression through movement 
is especially strong in the child to whom large 
movements are natural outlets for thinking and 
feeling. The inherent need of the child to 
move--to express himself through movement--de-
mands the thoughtful attention and understanding 
of those concerned with elementary education." 
Since rhythmic activities have definitely taken a note-
worthy position in the education of the elementary school 
child, the classroom teachers are now confronted with the 
following major concerns: 
1. 11 0utline of a program for rhythmic activities. 
2. The techniques in the use of stimuli demanding 
r,esponse. 
3. Specific activities through which to initiate 
experiences." 
Being conscious of these needs, ttMusic In American Life 
Organization Plantt devoted one of its commissions to rhythm y 
and the related programs. 
Y Andrews, op. cit., p. 1 
gj Music Educators National Conference Report, 11 Music in I 
American Life Organiza.tion11 , Music Educators Journal, Vol.41 F 
No. 2:7 (Nov-Dec., 1954) 
I 
I II 
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As a contribution to the fulfillment of these needs of 
11 
the classroom teacher, Beatrice and Max Krones, list the 
:e following objectives as desirable concepts to be hoped for 
from rhythmic activity: 
l."The relation of fast and slow. 
2. The relation of high and low. 
3. The relation of lomd and soft to fast and slow. 
4. The relation of tempo. 
5. The sensing of the relation. 
6. The feeling of the relation of the above con-
cepts in bodily movement." 
A year earlier, The Music Educators National Conference 
revised their outline of a program for music education, in 
which the rhythmic activities for grades four, five and six 
are: 
"Playing directed folk and square dances. 
Playing rhythmic accompaniments to familar 
songs usin~ folk or standard rhythmic in-
struments. 1 gj 
It was found necessary to mention the four simple but I 
basic requirements for rhy~hmic activities. In relation to the1 2.1 
classroom teacher, these needs are listed by Andrews as: 
~: ;~:;eptive environment II 
4
3 •• Space ,.
1 
Teacher guidance. 11 
The surest approach to obtaining a rhythmic response is to•l 
initiate a creative rhythmic response, giving a stimuli II 
if Beatrice and Max Krones, Music Participation In The Elemen-ji 
tary School, Chicago: Neil A. Kjos Music Company, 1952, p. 48 11 
gj "Outline of a Program For Music Education," Chicago: Music 1 
Educators National Conference, 1952. I 
2/ Andrews, op.cit., p. 3 11 
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directed to bodily movement at any age or grade level. When 
the word creative is added to movement, it becomes the "in-
dividual's interpretation of thought and feeling through the 11 y 
use of his body. 11 Andrews makes this very clear by de-
fining 
"Creativity rhythmic movement as a form of 
expression and should be a part of all 
children's school experience. Creative 
movement is not a frill or a minor part 
of physical education, music or extra-
curricular activity, but awareness of the 
child's need for action, desire for ex-
pression and urge to create rhythmic move-
ment as an integral part of the curricular." 
At the intermediate grade level there is much enjoyment 
in moving to m~sic. 11 In response to music, actual bodies are 
musical bodies. Children love to respond with their whole 
2.1 Jjj 
bodies to music." Matthews gives a basic understandinp; 
of the desire to move when he stated that: 
II 
,I 
l' 
II 
I 
I 
I 
! 
I 
II 
I 
I 
I 
! j, 
I 
I 
I 
I 
11 Rhythmic activities are·as natural as life 
itself. Breathing, walking and countless 
other activities prove an amount of movement 
coordination and repetition which is funda-
mentally rhythmic." 
21 'I Taking these free bodily movements, D,ykema and Cundiff 1
1 I. 
categorize them as follows: 11 
1. "Free interpretation with the entire body. 1
1
1 
2. Directed expressions in more or less set 
patterns i 
1/ Andrews, op. cit., p. 25 j 
y Andrews , Ibid. , p. 25 j, 
~ "Children The Music Makers 11 , Bureau of Elementary Curriculum.Ji 
Department, New York: State Education Department (1953), p.22.1'1l' i/ Paul Wentworth Matthews, You Can Teach Music, New York: 
·E. P. Puttman and Company, Inc., 1953, p. 73 . 21 D,ykema and Cundiff, op. cit., p. 173 !I 
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3. Expressions determined by note values 
instead of general moods or rhythms. 
4. The rhythm band. 
5. Using analysis of pulsation. 11 
Music activities for grades four, five and six may be 
drawn from sources. Two outstanding sources at this level 
.v 
are mentioned by Beatrice and Max Krones: 
"Continued use of songs, poems and stories 
which stimulates this type of activity. 
Social studies carried on at the inter-
mediate grade level." 
gj 
Andrews suggests dancing as an added activity, and 
associates the terms creative rhythmic movement, rhythms, 
creative rhythms, and dancing as having similar definitions 
in this way: 
11 It is the meaning and purpose of these 
experiences in education which is important 
rather than the terminology used. These are 
expressed at different age levels, the peer 
age group may think of these experiences as 
social dancing, middle childhood in terms 
of folk dancing, and younger boys and girls 
in terms of just galloping like a bucking 
bronco." 
There are at least three ways in which the rhythm of a 
J./ 
melody may be expressed. Nye and Bergethorn give major 
activities of identifying reproducing, clapping and writing 
mystery melodies in the following three areas: 
1. "The rhythm of the first beat. 
2. .The rhythm of the meter. 
3. The rhythm of the word or melody." I 
1/ Krones, op. cit., p. 57 
gj Andrews , op. cit • , p. 25 
2/ Nye and Bergethorn, Basic Music for Classroom Teachers, 
New York: Prentice Hall Inc., 1954, p. 19 
\' 
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In 11 0ur Singing World Series" Pitts, Glend and Waters 
illustrate how essential play is to rhythm: 
11 Play is essentially rhythm, nearly 
all physical motion may be related in some 
way to the rhythmic content of music • 11 
Simple percussion instruments for both pupil and teacher 
use are recommended. These sounds are identified with the 
sounds of natural body response sounds. They are further 
recommended because: 
"Duration, volume, accent, tempo, and 
mood are felt and responded to more directly 
and more freely when accompanying instruments 
are more easy to play and they are close kin., 
to clapping hands, snapping fingers, tapping 
feet and moving bodies." gf 
21 
Myers summarizes this with the statement: 
"Rhythms have an essential place in 
the music program in the elementary school. 
They are valuable means for developing the 
active or dormant rhythmic sense. They can 
aid in developing the imagination and in 
expressing ideas and emotions; and they can 
objectify understanding." 
Creative Music 
Creative music as part of classroom activities has been y 
slow in its establishment in the public schools. As Dykema 
points out to us: 
11 The difficulty of original work lies not 
so much in the child 1 s capacity for doing a 
little something with it, or enjoying it, and 
~ Lilla Belle Pitts, Mable Glend and Lorraine E. Watters, 
Guide and Teaching Suggestions," Our Singing World Series, 
Boston: Ginn and Company, 1954, p. 89 
gj Pitts, Glend and Watters, op. cit., p. 89 
~Myers, op. cit., p. 39 
ljJ Dykema and Cundiff', op. cit., p. 221 
-- ---·-·. 
. profiting by it, but rather in the fact 
that present public school conditions are 
seldom favorable to such work.n 
11 Holden agrees with Dykema in stressing the urgent need 
of creative work in all fields under proper guidance in the 
schools. 
To those who believe that creativity for a child involves 
in the producin~ of something entirely new, Murray and Bath-
gj 
hurst say: 
"Even thou~h the point of stud:v should be 
I 
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·profiting by it, but rather in the fact 
that present public school conditions are 
seldom favorable to such work.n 
11 
Holden agrees with Dykema in stressing the urgent need 
of creative work in all fields under proper guidance in the 
schools. 
To those who believe that creativity for a child involves 
in the producing of something entirely new, Murray and Bath-
gj 
hurst say: 
"Even though tne point of study should be 
relatively insignificant in itself, if a 
child assumes responsibility and persists 
until he achieves success that activity for 
him is creative." 21 .. 
Morgan shared the opinion of Murray and Bathurst in 
saying: 
11 The creative aspect of music education is not 
confined to the narrow objectives of composing 
tunes or melodies, but concerns itself with 
every aspect of developmental growth in music." 
. y 
Today according to Dykema and Cundiff "modern education 
stresses the value of self-expression of free creative en-
deavor in the unfolding of youth". 
2./ Murray and Bathurst present this argument in favor of 
creative programs: 
"Rich and wholesome living calls for celebra-
tions and sharing: there is beauty and zest 
and social satisfaction and re-creation 
1J F. S. Holden, ncreation: A Path To Understanding," Education! 
al Music Magazine, Vol. 29:19, {March-April, 1950) g; J. Murray and E. C. Bathurst, Creative Ways For Children 1 s 
Programs, New York: Silver Burd~tt Co., 1938, p. 172 1/ R. v. Morgan, 11 The Creative Experience in Music Education," 
~sic Education Journal, Vol. 35:19, (May-June, 1949) · 
llvkema and Cu~2):ff', OP. cit.,, P. 21-ft.., M"urra:v and Batnurs't. o.:p_._c ·- n ,...un 
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wherever we may be, i:f 1-re ·have but learned to 
see and react creatively to the resources o:f 
the environment. For this type o:f living and 
learning, proe;ram-"creative programs" o:f:fer 
especially serviceable means." y 
authors list as primary values o:f the creative 
school program the :following items: 
1. "Development of creativeness. 
2. Participation in group work. 
3. Development o:f desirable personality traits 
such as poise, self-confidence, self-control, 
good posture and improvement o:f voice. 
4,.'Motivation of greater interest in other school 
work. 
5. Unification o:f a number of activities that 
are otherwise only slightly related. 
6. Enlargement o:f experiences by means of 
music, songs, dances., drawing, painting 
and new thoughts and ideas in the discussion 
o:f problems. 
7. Provision o:f opportunity :for the children to 
participate in some o:f the recreational ac-
tivities o:f the race." 
. Y. Creativeness as defined by Dykema is:. 
11 
••••• a :feeling for origin and growth or de-
velopment. He has a sense of creativeness in 
music who conceives o:f it as something that 
has developed as an expression of a mood.or 
idea, as a living, growing formulation." 
Along with this theory that creativeness contributes to 
v 
the growth of a child, Perazzi says: 
"Any musical activity which promotes growth and 
development o:f the individual child, allows him 
to express himself, and provides him with ex-
periences according to his individual musical 
capabilities can be a truly musical activity." 
1/ Murray and Bathurst, Ibid. p. 208-215 
gj D,ykema and Cundiff, op. cit~, P• 357 I 
2/ Madelaine Perazzi, 11 Creati ve Music in. the Elementary Schools :. 
Music Educators·National Conference, Chicago, 1951, p. 32 
" 
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Creative music can be an enjoyable experience for a child I' 
11 
as is pointed out by Cowell: 
" ••••• it is ·part of the natural heritage of 
every child to have fun-fashioning objects 
from musical sounds as much as it is to build 
houses of blocks or to draw with colored crayons." 
. gj. 
Creative music activities as stated by Myers 11are those 
by which children themselves bring.music into being. 11 A 
crea.tive musical experience is as simple a thing 11 as being 
21 : .. 
one's selfn, according to Tipton who goes on to state that: 
"Creativeness is never a static affair. It must 
move forward or wither away. Children who are 
enga*ed in authentic· creative endeavor throw 
out 1 feelers 11 for music understanding and skills 
when they are needed. The perspective teacher 
widely extends the musical experience in that 
direction. 11 
There are a number of creative musical activities, but 
there is no activity that is more important than any other as 
!±/ 
stated by Tipton.: 
11 The·variety ·of musical activities suggest that 
all areas of musical eKperiE:mces have creative 
potentialties in that no single activity has a 
corner on creativeness." 
The teachers role in building a creative atmosphere is an 
·21 important one. Mursell points out that 11 it is very important 
1/ Henry Cowell, "The P:rogram. of Creative Music, n Recreation, 
Vol. 49:212,(May, 1956.)' 
gj Myers, op. cit., p. 13~ 
?i/ ·Gladys Tipton~. "Creative ~-1:usic 11 , Education, Vol. 72 :No. 1:34 
(September, 1951 J · · · 
!±/ Tipton, Ibid., p. 34 . 
2/ James L. Mursell,, Music in American Schools, ·New York: 
Silver Burdett Co., 1943, P• 287 .·. 
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that the teacher, in every stage_ and phase of music education, 
promote and encourage choice by pupils as far as possible." 
11 
Mursell goes on to say that: 
"The teacher who is serious about promoting 
the creative impulse should take the self-
evident step of trying to make the children 
feel that he· wants them to contribute when· 
and as they can, and that he will weluome 
and appreciate any initiatives-that they may 
show. 11 
Since almost every child today is interested in doing 
?J 
something creative Martin says: 
11 The imaginative teacher is.one who capitalizes 
on these uninhibiited expressions of children 
and leads them to an awareness of their creative 
powers.n 
21 
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In a later book Mursell suggests that the teacher should 
stimulate, help and encourage children to carry on cret=;ttive 
activities, and it is up to the teacher to."help and encourage 
the children to enjoy and use freedom--freedom to choose, to 
!!/ decide, to respond in their own ·way. n P~razzi shared the 
opinion of Mursell in saying: "Creative· music teaching stimu-
lates the class and ultimately effects substantial rewards for 
the less musical as well as the more talented child." There-
2/ fore, according to Tipton "the first requisite for fostering 
1/ James L. Mursell, Music in American Schools, New York:· 
Silver Burdett Co., 1943., ,PP• 289-290 
?:/Helen E.·Martin, "Children Communicate Through Music 11 
Childhood Education, Vol. 33: No. 4:15T, '(De·cember, 1956~ 
2/ James L. Mursell; Music and the Classroom Teacher, New York: 
Silver Burdett Co., 1951, p:p. 226 and 238 
Y Perazzi, op. cit., p. 32 
2/ Tipton, op. cit., p. 33 
I. 
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creativeness is to establish a feeling of individual security 
as children freely express themselves in musical ways." 
Music is an area in which one can promote understanding 
11 between people as stated by Richards and McCullagh: 
"Music has a special advantage in providing 
occasions for the deeper understanding of the 
creations of other people; to compose one's 
own music, is a creative.act in a fuller sense 
and one which is needed of the imaginative de-
velopment.of human beings~ 11 
Before a child does any type of creative work, a back-
. . ~ 
ground has to be established. Mursell points out that 
effective creative choice and initiative depend upon the back-
ground, the way it is learned, and 11 the way the mind takes hold 
. 21 
upon it." He continues to say that: 
"Children should not be expected to undertake 
any very ambitious or independent enterprises 
in the way of melodic creation until they have 
been able to build upon anaiequate vocabulary 
of tona·l and rhythmic patterns and figures. 
The singing of a song must be an enjoyable ex-
perience into which the child projects himself 
with his whole heart. Songs which are learned, 
studied, read and analyzed for the sake of re-
leasing the beauty they contain are the right 
kind of dynamic be"ckground for melodic creation. u 
!ll 
Richards and McCulle.gh give the following suggestions 
for setting up a creative program in music: 
1. "Music making must be al\'rays carried on with 
the background of playing and singing, but 
1/ G. 0. Richards and McCullagh, "Making Their Own Music", 
The Times Educational Supplement, Vol.2081:296, (March 18, 1955f 
gj Mursell, Music in American Schools, New York: Silver Burdett! 
Co., 1943, p. 283 
2/ Mursell, Ibid., pp. 285-286 
J±f Richards and McCullagh, op. cit., p. 296 
I 
I 
.I 
!I 
from the first it would be practicable to 
children to make up their own tunes. 
2. The incidental song made up by children 
should have instrumental music making. 
3. The instrument used must be easy to operate. 
4. The range of notes provided should be such 
that a child beginner can pick out the tunes." 
Before any creative projects are undertaken children 
. ll 
should respond in terms of feeling. Mursell defines creative 
response as "an act of self-expression, a realization or pro-
jection of something that comes.from within" and therefore he 
concludes that "children are natural poets sensitive to the 
appeal and emotional and aesthetic meaning of experience." 
There are a number of ways to stimulate musical response. y 
Mursell states: 
11 The class itself should be uti·lized as far as 
possible as a social stimulation for personal 
initiative and contribution. Special occasions, 
special days, seasons of the year, etc. should 
be used as stimuli for musical activities on 
the part of the children. The use of music 
completions may be found a promising and help-
ful device. The essential purpose is to 
stimulate children to create appropiate and 
expressive melodies and to suggest to them 
the possibility and pleasure of doing so." 
21 
Redner mentions the use of the autoharp as a way to 
stimulate creativity by playing simple chordal progressions 
and letting the tune be based upon these chords. He also 
1/ James L. Mursell, Music and the Classroom Teacher, New York: 
Silver Burdet-t;. Co., 19.51, p. 239 
~ James L. Mursell, Mfsic in American Schools, New York: 1 ~l:h~¥rft~~~e~io. "MU~ 6 'fg~. t~~0El~~entary Teacher II Music ducators Journa Vol. 4 : No. 1: 24 Se tembe 
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J 
states that experimentation with sounds may provide creative 
interest. 
Some of the activities found in the creative music progra y 
as Matthews points out are making songs, creative rhythmic 
response, dramatic improvisation, creative making of rhythmic 
and melodic instruments. 
gj 
In the making of songs, Myers mentions that there are 
three different ways for children to write a song: 1) words 
are set to a melody, 2) a melody is composed to the words, 
and 3) the words and melody are written simu]aneously. In 
. 2.1 
relation to the first one mentioned, Myers states that: 
"To make sure that this method of writing is 
not ~oomed before it starts, the melody chosen 
must be simple and singable. It must be within 
the range of children's voices, and if it is 
not familiar it have a tune that is easily re-
membered after a few hearings." 
An advantage to the first .method is that the only skill 
a teacher needs is the skill to motivate. Continuing to the 
ljj 
second method of composing songs Myers mentions that the word 
do not have to originate-from the children, but the important 
consideration is 11 that the poem has .appeal for the children. 11 
Poems that are selected from the children's choric speech is 
usually an excellent choice. By the time the_ group has-worked 
on these poems, the 11 words almost sing themselves.". These 
1/ Matthews, op. cit., p. 4 
gj Myers, op. cit., p. 142 
2/ Myers, Ibid.,. p~ 144 
ljj Myers, Ibid., p. 145 
II 
I 
I 
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songs have their own charm, verve arid swing. There should be 
a discussion as to the kind of music called for by a particulaz! 
poem before attempting to create a melody~ In the third type I 
of song writing where· the children have to create the words and 
Jj 
music simultaneously, Myers says that 11 a question and answer 
approach to this type-of activity may give form and unity to 
songs." In this case each phrase.has to be considered either 
as a musical question or answer. 
There are several other activities that children can do 
. gj 
in creative song writing •. Dykema and Cundiff encourage 
children to think out melodies at home and whenthey bring 
them to school, they should sing them, play them and if possibJ~ 
21 ' 
write it down. Redner suggests that children write addition~ y 
al verses for a well-known song. Martin stresses the buildin~ 
of a large repertoire of songs as she believes that s song is I 
recreated each time it is sung since in each song a child puts 
something of himself into it and it becomes a means in ex-
!V 
Matthews brings pressing his innermost thoughts and feelings. 
out the idea of writing songs as a group project especially in 
the intermediate grades. 
II 
Besides the creating of songs there are other creative 
activities -vlhich_has its place in the music program. One of 
these activities 1vhich should not be minimized is the making 
i 
I 0~1 
1/ Myers, Ibid~, p. 154 
gj Dykema and- Cundiff, op. cit., p. 221 
~I Redner,- 0.12 ;, cit; , p. 24 ~ Martin, op.. cit,, p. 159 
.:!../ Ma tthevTs, op. ci 1:.., p. 134 
I 
instruments and creating rhythms. Sambeth at the Internationa 
Conference of Music in Brussels, Belgium in the summer of 1953 
gives us several reasons why the making of musical instruments 
is an important part of -the musical education of a child. 
11 Sambeth believes that 11 the making of musical-instruments by 
children is a powerful aid to music education, and, also, to 
character building." Some or' the reasons he gives for the 
above statement are 
· 1. 11 A child who acquires a thorough mastery 
of his instrument feels he is entitled to 
be taken seriously. He is able to create 
something which has its own voice, sound 
and rhythm,.· 
2. He knows that he will produce a real in-
strument on which he will be able to play. 
. . 
3. Working in this way, he tr.ains his ear 
unconsciously to hear the sounds, and the 
results are successful. 
4. Ensemble playing sometimes becomes spon-
taneously-an exercise of movement, and 
5. He acquires musical confidence. 11 
Some of the instruments a· child can make are tubular 
bells, kettledrums, xylophones and hand drums. 
gj 
According to Cowell, the first step in playing an in-
strument is to create rhythms which is ·the- primary foundation 
of all music.· Cowell goes on to say that-: · 
"When a child "makes upu a rhythmic figure 
the whole group, with the aid of the in-
structor learns the rhythms and plays them 
1/ Heinri9h Sambeth, Music in Education, Brussels, Belgium, 
UNESCO, 1955,. P• 2;7 " 
yc_owell., c> ~ cit., p,. 2l2 
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tog~ther, thus gaining orchestral sense, 
muscular as well as musical timing and 
group coordination.". . 
1./. 
After making up a melody, Cowell encourages the childre~ 
to indicate their rhythmic creations on percussion instruments I 
I 
and to play their melodies on the piano, xylophone or even sin 
y I them. Martin expresses her ideas on rhythmic movements as a 
means by which children convey their ideas and meanings. She 
goes on to say that "instrumental music played on the piano or 
record player gives even freer rein for children to express in 
movement ideas that are uniquely their own." 
There is some creative activity that will appeal to every 
child and make him a real member of the class. Perazzi 21 
states that the: 
11 Proof of effectiveness in music learning process 
is the enlisting and holding of interest, and 
the developing of an individual, a small group 
or an entire class. Creati-ve music activities 
can help the teacher foster among her children 
a sense of happiness and security resulting 
from their being a pant of democr~tic and 
contributing situation in phases of classroom 
society other than musical performance. 11 
!!/ ln conclusion, we can state Morgan's statement that 
ttthe creative approach in music· education is for the purpose . 
of vitalizing and making more significant the musical experien 1 
of every child •.. 
Y' Cowell, op. cit., p. 212 
y Martin, op. cit., p. .159 
2/ Perazzi, OJ2. Cit~, p.· 38 
!±/ Morgan, R. V~, op •. cit., p. 30 
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Physical Equipment 
The field of fine arts has experienced gr~dual but slow 
development in the audio visual aids material for teaching. 
11 Dent suggests: 
11 Various types of sound material as being 
particularly good for the intermediate 
grades, such as more advanced types of 
phonograph records, especially those des-
ignated for use in early music instruction 
in the teaching of music appreciation. Re-
corded works of literature and musical 
recordings which are correlated with the 
study of literature, history or geography 
may be used in the intermediate grades 
with excellent·results. 11 . 
The teacher plays an important part in making sure that 
all possible aids become actual aids to teaching. The r·ole 
includes pre-auditing and pre-viewing material and knowing y 
how to manipulate mechanical equipment. Myers elaborates on 
this statement: 
"Hearing or seeing material before it is to 
be used is the only way a teacher can know 
its value. When teachers know how to operate 
the available equipment correctly, materials 
are most likely to be used at the moment of 
its greatest timeliness." 
21 Dykema and Cundiff list the following musical equipment 
as a minimum supply. 
1. Books for teacher (rote songs, teacher guides). 
2. Pitch pipe. 
3. Suitable books for children. 
1/ Ellsworth Dent, The Audio Visual Handbook, Ohio: Society 
For Visual Education, Inc., 1949, p. 178 
gj Myers, op. cit., p. 134 
2/ Dykema and Cundiff,. op.ci t., p. 319 
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4. A portable phonograph and a good record 
collection source. 
5. A set of instruments for rhythm expression. 
6. Staff liner and material for music charts. 
7. A large production of the piano keyboard. 
8. Paper and pencils. 
The pitch pipe is most essential, even to those teachers 
!/ 
who may have "perfect pitch." Myers classifies it as nthe 
one teaching aid that is indispensable." 
The piano is of uttermost importance to the classroom 
gj 
teacher. Myers emphasi3es its use in: 
"Providing a richer.experience because it 
can produce both melody and accompaniments." 
21 
Its limitations are also listed by Myers as being 
subjected to: 
1. The skill of the teacher. 
2. Whether or not it is kept in tune. 
'.±/ 
Sheehy also recommends exploration of the piano as a 
valuable experience. 
1. Exploring the keyboard. 
2. Exploring the strings. 
3.- Using the pedals 
4. Picking out simple melodies by ear. 
5. Matching pitch in ear training. 
The tape recorder is a most successful teaching device. 
21 
Dykema and Cundiff state 
11 Not only does the machine record what is 
sounded, but it is immediately ready for 
e"' 1/ Myers, op. cit., p. 261 
gj Myers, Ibid~ , p. 262 
21 Myers, Ibid., p. 262 
'.±/ Emma D. Sheehy, There's Music In Children, New York: Henry 
Holt and Company, '1.952, p. 86 
5} Dykema a.nd Cundiff, Q:R..cit., p. 322. 
il 
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reproduction at any time desired. Repro-
ductions for: 
1. Criteria 
2. Emulation 
3 • Ins true ti on. 11 
11 Myers gives deta.ils to this statement by saying: 
11 Pitch, tone quality and precision of attack 
and release can be studied in recordings 
children make of their own singing and per-
formances." 
gj 
Levenson and Stasheff suggest the use of the tape 
recorder for arranged recorded programs. The group plays a.nd 
records a selection, then give critical self-analysis to ob-
tain desired standards. 
3.1 Wheelwright applies the film to Music Education and 
lists with appreciation as the goal. The main purposes of 
the film are: 
1. 11 To see and hear 
2. To visualize the music." 
"ljj 
Wheelwright explains that "although music is an audi-
tory art, it becomes increasingly meaningful when its origin i 
visible." The music in a film enhances mood and provides 
background music. In order to create mood, as tools he uses 
tones that are: 
1." Loud and soft 
2. Fast and slow 
3. Long and short 
1/ Myers, op. cit., p. 260 
gj William Levenson and Edward Stasheff, Teachin~ Throu~ Radi· 
and Television, New York: Rinehardt and Co., Inc., 1952, p.505 ?2/ Lorin F. Wheelwright, 11Applica.tion of the Film in Music 
Education, .. Film and Education, New York: Philosophical 
Library 1948, p •. 181 •. 
':±/ Wheelwright, Ibid, ·p. 181 
-4. Simple and complexed. 
5. High and low · 
6. Rough and smooth." 
For criteria or evaluation in creating background music, 
1/ Wheelwright lists the rollowirig: 
1. 11 Film music must be synchronized with action. 
2. Film music use·s the memory or the listener 
to build dramatic climaxes. 
3. Film music must be understandable. 
4. Film music must be technically perrect. 11 
In order to gain the most value rrom rilm aids in teach-
.y 
ing music, Wheelwright suggests that: 
1. 1! The teacher should know which rilms have 
understanding musical scores, who composed 
them and why they are good. 
2. The teacher should have rirsthand experience 
with these pictures. 
3. Where music is used that have broad conno-
tations, such as standard works, noted 
composers, national idioms, and the like, 
it can lead to more detailed study in-
cluding classroom perrormances. 
4. Students can proritably evolve their own 
standards or excellency rrom actual ob-
servation." 
There are basic reasons why the motion picture succeeds 
in initiating a musical experience or value to the classroom 
)./ 
teacher objectives, Dykema and Cundirr state: 
17 
y 
21 
1. 11 The picture is much more quickly and much 
more vividly understood than the printed word. 
2. The picture, much more easily than the printed 
word, stirs the emotions. 
3. It guides the children's emotions." 
Wheelwright, Ibid., p. 181 
Wheelwright, OJ2 • cit., p. 182 
Dykema and·cundirr, OJ2. cit., p. 488 
11 Myers encourages the use of the film in the teaching 
of musical compositions: 
useeing a movie in which well-known music is 
an integral and important part, they can be-
come familiar with the selections that are 
used. The teacher must be an opportunist 
in calling attention to possible teaching 
points e.nd relate -the material of commercial 
films to school interest. 11 
gj 
Dykema and Cundiff summarize the value of the motion 
picture, in that: 
11 They came so closely to an approximation of 
reality that they are peculiarly valuable 
in developing an awareness of a symphony for 
reactions of human beings and the motives 
which lead to these actions." 
21 
Myers lists the values of the film:;script for their 
application·to the following: 
1. "They can be discussed for several minutes. 
2. They can be reprojected for comparison with-
out delay or inconvenience. 
3. They are inexpensive and easy to operate. 11 
!±/ 21 
It is disappointing to note that Deroches and Creedon 
in their studies of audio-visual aids in the elementary schoo.ls~~~ 
include in their list of films selected by the classroom 
teachers, only two films which me.y be applied to music. 
Phonograph records constitute the second major resource 
§! 
that we have in bringing music to our children.--Mursell 
1/ Myers, op. cit., p. 26 
gj Dykema, op. cit., p. 489 
31 Myers, op. cit., p. 264 
~ Joseph Derosches, The Organization and Administration of the 
Type of Audio Visual Aids Which Should be in Operation in the 
Southridge Public Schools, unpublished Masters Thesis, B. u. 
School of Education 1956, p. 84 
~oseDh Creed~ A Survev of the Audio Visual Aids Available :~5e;eacners o:r wofcestel',M"a:ss, anp. M. Thes~s,E.o. School of Ed. =====lF~n~'lR=!.i'~·~~·,m~'S::""~~11 Mn~=I!P _+J'"'o ~1 "'"'"'"'""m 'T'""""",_,"".,... 1\To:::>t.r v ........ ,,.. • 
::Jll. ver Buraeu-co. , l';f:u., p. oo 
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They encourage and provide: 
11 
1. Singing 
2. Creative activities 
3. Music for expressive bodily movements 
and dramatization 
4. Make possible a wide variety for 
listening. 
Sheehy shows where phonogra,ph records together with 
the radio has revolutionized us within the past few years into 
a musically literate people by: 
Myers 
1. Bringing variety in music and instrument to 
children. 
2. Stories and dramatic readings usable for 
dramatic speech. 
3. Skill and participation records providing 
for muscular activity. 
4. Music records for teaching the orchestral 
instruments. 
5. 
6. y 
Records of folk dances for the square dances. 
Sounds on records for creative imaginary. 
reminds us that the phonograph records as the 
m•tion picture films must be audited. By doing this we may 
mark places for beginning and ending examples. 
A music shelf in the corner of the Library is an indis-
pensable source. 
2/ Sheehy states: 
"There should be a collection of books. There 
are books about music and musical instruments 
as well as books containing music for both 
children, and tea,chers that should be readily 
a'blailable. 
1/ SheehJr, op. cit., p. 132 
gj Myers, op. cit., p. 261 
2/ Sheehy, op. cit., p. 140 
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Mursell 
1. Books for children 
2. Making instruments 
3. Biographies 
4. Stories 
5. Music selections 
a) instrumental 
b) local 
6. Folk songs. 11 
evaluates the best textbooks as: 
"Those which contain the widest choice of 
intrinsically interesting and genuinely ex-
pressive music, music of true poetic value •••• " y 
Dykema and Cundiff list supplementary material that are 
'I 
li 
I' :I 
. 
I 
I 
I 
I 
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II 
I 
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i 
1
1 books related to music and musicians. 
11 In the middle grades we should put into the 
hands of the pupils a good selection of com-
I 
I munity songs to be used mostly as rote song 
material. Both standard and new editions_ 
should be considered." ! 
I 
The radio is generally considered as a tool for motivating! 
and supplementing learning than it is for teaching. It is 
mainly for listening in the music program, however it does aid 
in the teaching of singing. ! 
~ ·I 
Myers gives an account of Professor E. B. Gordon 1 s radio 1 
program for 43,000 elementary school children for a period of 
eighteen years. She speaks of the effectiveness of this pro-
11 gram ln the rural schools Where it has helped teach children 
to sing. 
1/ James L. Mursell, Music and the Classroom Teacher, New 
' Silver Burdett Co., 1951, p. 46 -
gj Dykema and Cundiff, op. cit., p. 320 
2/ Myers, op. cit., p. 268 
York: I 
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II 
"The Music Educator's Journaln published e.n article, 
11 
edited by Howard White, in which he discusses 11 television and 
e music education" 
1. There is only the cost of transportation 
2. The students really learn the art and worth 
of making music 
3. There is good correlation between subjects 
4. Home and school are brought together 
gj 
Dykema and Cundiff experienced that producers of tele-
vision shows are always seeking to develop programs with and 
for children. 
It is well to remember that with basic text, no teacher 
should depend upon one book ~o supply all the artistic and 
technical needs of her pupils. The child no longer receives 
his complete information from the teacher or from one text-
book. --Dykema and Cundiff2/ li 
Serious attention has been given to construct basic text-
books and manuals on each grade level. Outstanding series in 
this field are: 
~. The American Singer 
2. New Music Horizons 
3. A Singing School 
4. Our Singing World 
59 There's Music in the Air 
The autoharp serves the classroom teacher in many ways. y 
Myers describes it as: 
1/ Howard vVhite, "Television and Music Education," Music Edu-
cators National Journal, Chicago: Vol. 41: No 2:34-39. 
gj Dykema. and Cundiff , op. cit • , p • 489 
2/ Dykema and op. cit., p. 38 
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"A zither like instrument with bars placed 
at right angles over the strings." 
She gives the two following means of usefulness: 
II 
1. An accompanying instrument 1/ 
2. Means of experimenting \'Ti th tone. n 
gj 
Mursell suggests two uses of the autoharp for: 
l.ns~nsing chords 
2. Sensing harmony effects." 
21 
Myers makes mention of the bulletin board to collect 
and display materials for: 
1. 11 0ur present study 
2. Our past study 
3. Interesting facts about music." 
Along with bulletin boards, Myers 
y 
speaks of scrapbooks 
and describes their makeup as "anything related to music that 
the collector fancies. 
!! !! 
i' 1\ 
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For those who do not begin the instrumental program until II· 
the fifth grade (however, most begin in the fourth) may use 
preorchestral instruments in the fourth grade as a classroom 
21 
activity •. Their merits according to Myers are: 
1. 11 They are inexpensive 
2. Satisfying skills can be acquired in a short 
time. 
3. They can be taught by the classroom teacher." §/ 
Myers goes further to explain that: 
1/ Myers, Ibid., p. 215 
gj James L. Mursell, Music and the Classroom Teacher, New York: I Silver Burdett, 1951, p. 214 
I 2J. Myers, op. cit., p. 263 
!/Myers, op. cit., p. 264 
5/ Myers, op. cit., p. 269 2/ Myers, Ibid. , p. 269 
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"It is easier to learn to read music through 
the instruments than through the voice, since 
tone depends on mechanical manipulation and 
not on the musical memory." 
v 
Mursell suggests: .. 
ii 
II 
"That we put into the hands of children machines 11 
for the making of music which are very easy to 
operate: Water glasses, drums, marimbas, small 
flutes, sand blocks and harps of various kinds." 
gj 
Mursell 1 s long-range objectives for doing this are: 
1. 11 Wide range of opportunities for pleasure 
and success in performing music. 
2. The various activities just mentioned pro-
vide for individual and group planning, 
choice and initiative on the part of the 
children. 
3. Group work on making instruments evolve 
initiative emd discrimination. 
4. Extends the music activities beyond the 
classroom. 
3../ 
Mursell also gives specific objectives: 
l."Sense and recognize musical forms 
2. Sense how notes in a melody fit together 
3. Learn a great deal about musical rhythms 
4. Make experimentations possible 
5. Personal value in their own right 
6. Clarify mood and suggestions \'thich occur 
in the music. 
II The resources for the making of instruments are unlimited:! 
attention has been called by the above authors to: bamboos, 
I flower pots, bottles of various sorts, bowls, nail kegs, tin 
cans, oatmeal boxes, water and sticks. These are at the dis- I 
I posal of the creative imagination of pupil end teacher. 
the Classroom Teacher, Ne>r York :II 
I 
II 
I: d 
48 
Austin l:/ lists the following as some of her favorite 
visual aids: 
1. "Flannel boards with assorted notes and musical 
symbols. 
2. Note and staff sets made by Handy-Folio Music Co. 
3. Cardboard facsimile of the piano keyboard. 
4. The actual piano keyboard. 
5. The autoharp and practice chords. 
6. The wright•way note finder which moves a single 
note up and down the staff. 
7. The maestro bingo game. 11 
There are very few, if any, suitable standardized tests 
for the elementary classroom use. With this realization, 
gj 
Crossley constructed and evaluated a diagnostic survey test 
in music to be used at the end of the primary period. Its 
purpose was to: 
11 Prove diagnostic for individuals and at the 
same time reveal the strength and weaknesses 
of the primary music course as a whole." 
The results of such a test may be of value to the fourth 
grade classroom teachers. 
Some progress has been shown in the field of aptitudes, 
performance, and application of symbols, but the areas of song 
singing, ability to read music or appreciation of good music 
are in their pioneer stage. 
Y Virginia Austin, "some of My Favorite Audio Visual Aids," 
Music Educator 1 s Journal, Vol. 12: No. 5:78 (April-May, 1956) 
~lice B. Crossley, The Construction and Evaluation of a 
Surv~ Test in Music for the Primary Grades, unpublished Master 
Thesis, Boston University School of Education, 1946, p. 1 
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Austin summarizes the use of audio visual aids by sayin 
11 Vis"Ual aids.should not be regarded as a 
remote educational term, detached from 
everyday teFching technique, too expen-
sive or too time-consuming for us to 
adopt. As surely as our children will 
learn best if we nrovide them with 
"activities" and ilexperiences", so will 
they understand more quickly if we pro-
vide them with "things 11 to touch, feel, 
ma.nipula te, see and create. 11 
il Austin, op. cit., p. 79 
i 
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CHAPTER II 
PLAN OF PROCEDURE 
General Statement 
The writers decided to use an inquiry form in planning 
a study of the status and procedures of music education in 
grade four, five and six. The inquiry form was sent to a 
random selection of classroom teachers and towns. The items 
in the inquiry form are those which the Music Educators 
National Conference felt were necessary for a well-balanced 
classroom music program for the intermediate grades. 
Justification for the Sections of the Inquiry Form 
The sections in the inquiry form were chosen after ex-
tensive research as to what should be included in the classroo ' 
music program of the intermediate grades and the desired musi-
cal training for the classroom teacher. The sections are as 
follows: 
1. Basic Information. This includes facts about the to 
the grade and the enrollment of pupils. 
2. Teacher Preparation. The. musical background and musi-
cal skills of the classroom teacher play an important part in 
promoting a meaningful music program in the daily curriculum. 
Through extensive research the writers have concluded that in 
order to carry out a successful music progra.llll 1 in the class-
room, the teacher should have a basic preparation of 1» a 
~Oston Uni versl~ ,. 
Scheol o£ Eduoatiom 
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general course in music, 2) a course in music methods, 3) a 
general knowledge of theory, and 4) the ability to sing a 
e melody. In addition to the b;;lsic requirements listed above, 
any additional courses in the field of applied music, theory, 
and musicology will be an asset to the teacher and in turn to 
the students. In this section the respondents were requested 
II L~ 
' 
to check the music courses that they may have had in college I 
along with their semester hours. They were also asked to chec~ 
any musical training they may have had prior to entering ,1 
college. 
Provided in the inquiry form is a section for the res-
pondent to check any special talents that mh~y may possess 
such as the ability toirnproviee, toimemorize, to sight read, 
and to transpose music. If the teacher is able to do any of 
the aforementioned, the handling of the music program will be 
an easier task for the teacher. 
The final section of the teacher·preparation deals with 
outside musical activities in which the classroom teacher may 
have participated. The writers feel that there is some cor-
relation between teacher participation and student partici-
pation in musical activities. 
3. Physical Equipment. Included in this section is a 
list of musical equipment, audio-visual aids and publications 
which ca~ be utilized in providing for a rich musical experienc • 
The respondent was asked to check those items which are im-
mediately available in the classroom, or within the school or I I 
I 
I 
I II II 
school system. The respondent was asked to name the basic 
music textbook used in the class, and any other supplementary 
music books which are available to either the teacher or 
student. The list of supplementary books contains both song_ 
books and content books in music. 
• A separate section was made for instruments--melodic or 
rhythmic. Although the majority of the instruments listed are 
primarily for the primary grade~ the writers feel that they 
should be available for the intermediate grade teacher when-
ever needed. 
4. Musical Activities. The writers feel that in order 
to have a well-integrated and well-rounded music program, each 
of the following categories must play a significant part: 
singing, listening, rhythmics, playing and creative music. 
Therefore, in this section is a checklist. of activities that 
music· educators agree can be handled successfully by the class-
room teacher. It is the intention· of the writers to find. out 
how often these activities are used and developed by the 
teacher. This list of activities was b&sed on the Music 
Educators National Conference in 1951 and revised in 1955. 
y 
The writers have extended the b~sic list so as·to have a more 
complete list of activities which can be included in the 
classroom music program. It was not the intention of the 
i/ Music Educators National Conference, op. cit., pp. 295-296 
~ 
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writers to find out the daily or weekly use of these activi-
ties, but to know whether or not they are a frequent or an 
occasional part of the music program. 
5. Tbeory. This section covers a group of questions 
based on the reading system used and the theory taught in a 
basic music program. Since singing is one of the basic ac" 
tivities;of the music program, there should-be some method of 
reading l'lhich the entire class can use. · It .is the writers' 
intention to find out which method has the most frequent use. 
in the schools·. In addition, there is a section based on 
elementary theory which the writers feel is an essential.part 
of.the musical_education of the child inasmuch as it contri-
butes to an understanding and appreciation of music. 
6. _Miscellane9us Questio!ls• In the final section of the 
inquiry form is a group-of questions which very ·in subject, 
but are important in carrying out a .successful music program. 
These questions are in regard to the frequency of visits by 
the music-supervisor, the listening span of the class in 
music appreciation, integration of music .with other subjects, 
treatment of "uncertain singers" and of the grading system 
used in music.. Under each ca.tegory there is. a section for the 
teacher to-comment on the question. 
Format 
In all instances an effort was ma~e to make it possible 
for the teacher to fill in the answers '\'Ti th a minimum amount 
54 
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of time and WI'liting. A great deal of information was placed 
0n a.questionnaire in which the respondent was requested to 
check in the appropriate column. Only a few items required 
the respondent to write in answers. The maximum amount of 
time necessary to fill in all items was estimated at twenty 
minutes. The name of the teacher was·not requested so that 
all items could be answered objectively. 
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CHAPTER III 
ANALYSIS bF DATA 
It is the purpose of this study to provide a spot check 
on a random selection of classroom teachers and towns. An 
inquiry form was send to the classroom teachers. Enclosed 
with the inquiry form was a self-addressed envelope and a 
covering letter explaining the purpose of the study. Forty-
five teachers completed the inquiry form and twenty-three 
towns were represented. 
The analysis is divided into four sections: 
1. Teacher Preparation 
2. Physical Equipment and Teaching Aids 
3. Music Activities in the Classroom 
4. Miscellaneous Information 
All of the percentages are based on forty-five teachers 
except the first four tables in Section I. The average se-
mester hours and the average number of years was found by 
finding the total number of hours or years and dividing it by 
1 the number of teachers who have taken the course. 
Section I 
Section I of the inquiry form is concerned with the 
musical background of the classroom teacher which includes 
1' music courses taken in college and in private instruction and 
the teachers participation in musical activities within the 
community. 
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TABLE I 
lj 
,, 
G·eneral Courses in Music Taken During Teacher Preparation 'I 
Courses 
1. General Music 
No. of Teachers Semester Hr:s.l 
No. % Total No. Average No.I! of Sem, Hrs. of Sem. Hr,,! 
28 62.22 228 8.14 
2. Methods for Elementary School33 73.33 44 1.33 
2.35 
5.17 
7.13 
6.5 
2.5 
3.17 
3. Music Appreciation 
4. Vocal Methods 
5. Instrumental Methods 
6. Conducting Methods 
7. Music History 
8. Music Workshops 
34 75.56 
17 37.78 
8 17.78 
8 17.78 
14 31.11 
6 13.36 
136 
88 
57 
52 
35 
19 
I 
Music appreciation and methods for elementary school 
j music are the more predominant courses tThakirentyd-ufrouinrgtetaeac.hcheerrs 
1
1 
1 preparation according to Table No. I. 
I or 75.56% took music appreciation With an average of 2.35 II 
I 
.. 
il 
II 
semester hours. Music methods for elementary school was taken II 
by thirty-three or 73.33%, with an average number of semester I'! 
hours being 1.33. Twenty-eight or 62.22% of the teachers took 
. I 
general music with the highest average number of semester hours•j 
(8.14)· in general music courses. The smallest number of 
teachers (6) took music workshop. Three teachers reported 
that they had not taken any general music courses during 
• 
teacher urenaration. 
!' 
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,! !I lr 1: 
57 
r 
TABLE II 
College Courses in Music Theory 
Course No. of Teachers 
Total No. 
No. ~ of Hours 
1. Solfege 
sight singing 9 20 16 
ear training 10 22.22 12 
2. Harmony 
Written 6 13.33 8 
Keyboard 4 8.89 5 
I 
3. Counterpoint 2 4.44 9 
4. Composition 4 8.89 36 
5. Conducting 8 17 •. 78 41 
Semester Hours 
Average No. of 
Semester Hours 
1.77 
1.22 
1.33 
1.25 
4.5 
9 
5.14 
In regard to college courses in music theory, Table II 
shows that the majority of the respondents 't•rho have taken music 
theory have had solfege which includes sight singing (20%0 and 
ear training (22.22%). Although only 8.89% of the teachers 
have taken composition, the average semester hours of these 
teachers is 9. 
Eight teachers have received college trc:dning in conductin p, 
giving the highest total of semester hours of 41 with an av-
erage of 5.14 semester hours per teacher,6.67% of the respon-
~ dents have not taken college courses in music theory. 
Table III shows us that less than 27% of the forty-five 
respondents have received private instruction in music theory. 
11.11% of the res~ondents received instruction in solfege, 
8.89% in written harmony, ·and 6.67% in counterpoint. No 
respondent has had private instruction in ear training, key-
. 
board harmony, composition, or conducting. 
There is an average of four semester hours in both 
sight singing and counterpoint with sight singing having the 
largest total number of years--20. 
h ,, 
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I TABLE IV Years of Special Music .Study ,, 
I 
================================================: 
Instrument Teachers No. of Years Studied 
No. ~ No. Average No. 
1. Voice 15 33.33 56 3.73 
2. Piano 31 67.77 165 5.35 
3. Organ 7 15.55 12 1.71 
. 
4. Flute 1 2.22 1 1 
5. Clarinet 4 8.89 16 4 
6. Drums 2 4.44 5 2.5 
' 
7. Saxophone 2 4.44 17 8.5 
8. Accordion 1 2.22 4 4 
9. Guitar 1 2.22 0 o.oo 
.. 
The above table shows that more teachers studied piano 
than any other instrument. Thirty-one teachers or 67.77% of 
the teachers took prive.te instruction in piano With an average 
of 5.35 number of years. Fifteen teachers took voice instruc-
•tion privately, with 3.73 average number of years. The fourth 
~nstrument on which lessons were taken privately by teachers 
was the clarinet. Four teachers took private instruction for 
~n average of four years. Seven teachers did not respond to 
~ny of the items in this section. 
~~ 
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Thi~ table shows that the 77.78% of the teachers have the 
ability to play the piano by sight. 8.89% of the respondents-
indicated that they were not able to perform by sight. 35.56% 
or 16 out of forty-five teachers indicated that they had the 
ability to play by ~ar. 11.11% of the respondents showed no 
ability toward playing instruments. 13.33% of the responden:.ts 
declared capabilities in all five skills. 
None 
o.oo% 
Some 
No. % 
TABLE VI 
Ability To Sing 
Adequate 
No. % 
4 8.89% 32 71.11% 
Well 
No. % 
9 20 
61 
This item was answered on forty ... five inquiry forms. 71.11~ 
of the respondents felt that they could sing adequately and 
41t· there was no respondent who stated he could not sing. Twenty 
per cent of the respondents felt they could sing well and 8.89% 
indicated the ability to sing a little. 
TABLE VII 
Participation in Musical Activities 
1\10 
Activity Never Occasionall_y Freouentlv Response 
No. % No. % No. _% No. ·~ 
1. Church Choir 6 13.33 15 33.33 17 37.78 7 15 .5e 
2. Choral 4 8.89 16 35.56 16 35.56 9 20 
.. 
3. Orchestral 13 28.89 7 15.56 3 6.67 22 48.85 
Table VII shows that 16 or 35.56% of the teachers partici-
pated occasionally and frequently in choral groups. This numbei 
being the highest number of teachers participating in choral 
groups' than. in any other musical a~ti vi ty. The church choir . , 
comes second in which 33.33% of the teachers participated. The 
largest number of no response in any of the three items was for 
the orchestra; the number being 22 or 48.89%. The orchestra 
also received the largest number for no participation. A total 
of 80% of the teachers participated. in musical activities in 
4lt the community. 
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TABLE VIII 
Participation in Musical Activities 
Activity Yes No No Response 
No.· % No. % No. % 
Soloist 9 20 29 64.44 7 15.56 
This item shows that 20% of·the -teachers.were instrumental 
or vocal soloists at one ormore times.· 64.44% of the -teachers 
had never done any solo work in any form and 15.56% made no 
response. 
Section II 
Section·II of the:questionnaire·was concerned-with-the 
physical equipment and teacher aids. Included in this section 
are classroom equipment; textbooks, rhythmic and melodic in-
struments. 
TABLE IX 
Equipment to Use in Music Activities 
In In 'In 
T,ype of Equipment Classroom School School System 
No. % ·No. % No. % 
Piano 8 17.t78 34 75.33 1 2.22 
Pitchpipe 42 93.33 2 4.44 0 o.oo 
Phonograph 14 31.11 30 66.67 0 o.oo 
Records 18 40 '27 60 4 8.89 
Metronome ,1 . 2.22 2 4.44 3 6.67 
Tape Recorder 1 2.22 25 55.56 6 13.33 
Television 0 o.oo 6 13.33 0 o.oo 
Movie Projector 0 o.oo 39 86.67 7 15.56 
Slides 1 2.22 28 62 .. 56 13 28.89 
Filmstrips 2 4.44 27 60 14 31.11 
Music Charts 12 26.67 7 15.56 9 20 
Staff Liner 24 53.33 11 24.44 1 2.22 
Cardboard Keyboards 3 6.67 8 17.78 3 6.67 
The pitchpipe is the aid found in more classrooms than an~ 
other equipment as seen in item tv.ro in the above table. The 
piano, found available in the school was reported by 75.33% of 
the teachers, while 17.78% of the teachers reported it to be 
available in the classroom. 86.67% of the teachers found 
movie projectors available to them within the school. There 
were none available in the classroom. Twenty-five of the 
64 
forty-five teachers found tape recorders in the school and 
27 checked records and filmstrips available to them in the 
school. Six teachers reported televisions within the school. 
The largest number reported items to be found within the schoo 
with the exception of the pitchpipe, music charts and staff 
liner which were found in the classroom. 
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TABLE X 
Instruments Available for Classroom Use 
Tyrpe of Instrument No. % 
Castanets 13 28.89 
Tambourines 16 35.56 
Drums 10 22.22 
Tone blocks 7 15.56 
Tonettes 9 20 
Songbe1ls 12 26.67 
Tom-toms 8 17.78 
Sticks 16 35.56 
Cymbals 18 40 
Triangles 18 40 
Woodblocks 10 22.22 
F1utophones 10 .22.22 
Autoharp 16 35.56 
Recorder 9 20 
Sandblocks 4 8.89 
Jingle sticks 7 15.56 
Chimes 6 13.33 
Sleigh bells 14 31.11 
Marimbas 3 6.67 
Rattles 12 26.67 
Glockenspiel 5 
Of the instruments available for classroom use, the 
cymbals and triangles were checked by more teachers than the 
rest of the instruments. Eighteen teache~s or 40% checked 
both the sticks and triangles. The sticks and tambourines 
were reported by sixteen teachers or 35.56% •. 8.89% of the 
teachers reported the sandblocks available to them and· 6.67% 
the marimbas. 
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TABLE XI 
Publicat,ions 
e 
Basic Texts 
Authors & Publishers Series No. % 
Amitage, M.T., et.al. A Singing World 7 15.56 
c. c. Birchard:Boston 
Beattie, John, et.al. American Singer 10 22.22 
American Book Co:Boston 
Earhart, Giddings, et. al. Music Education Series 1 2.22 
Ginn & Co.:Boston 
McConathy,Osbourne,et.al. New Music Horizons 
Silver Burdett:New York 
1 2.22 
Pitts, L. B., et.al. OUr Singing World 11 24.44 Ginn & Co.: Boston 
Davidson, A. Concord Series 4 8.89 Schirmer: Boston 
No. & Percent Using Supplementary 
Music Books No. ~ 
Community Song Books 26 57.78 
1 Sight Reading Books 6 13.33 
Song Books 18 40 
Workbooks 0 6.67 
Resource Library 3 37.78 
Curriculum Guides 17 31.11 
Rote Song Books 14 
e Music Publications 6 13.33 
' 
As seen in Table XI, 24.44% of the teachers use OUr Sing-
ing World Series, published by Ginn and Company. Ten teachers 
4lt or 22.22% use the American Singer published by the American 
Book Company. 2.22% use Silver Burdett 1 s New Music Horizons. 
Seven teachers or +5.56% did not report any ·basic music text. 
The largest number of teachers reported the use of Com-
munity Song Books for supplementary material. Twenty-six 
teachers or 57.78% checked this item. Eighteen teachers or 
40% used curriculum guides. The use of the workbook was not 
reported by any of the teachers. 
Section III 
Section III is concerned with the musical activities with-
in the classroom. These activities are singing, listening, 
rhythmic, playing, creative and theoretical. 
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Types of Singing 
1. Unison 
2. Popular 
3. Folk 
4. Two-part 
5. Three-part. or 
Four part 
6. Art 
7. Rounds and 
canons 
8. Descants 
9 Action 
TABLE XII 
Singing Activities 
Never 
.No. % 
0 o.oo 
6 13.33 
6 13.33 
6 13.33 
16 35.56 
21 46.67 
5 11.11 
i6 35.56 
10 22.22 
No 
Occasionally Frequently Response 
No. % No. % No. % 
2 4.44 
29 64.44 
28 62.56 
7 15.56 
17 37.78 
10 22.22 
20 44.44 
15 33.33 
20 44.44 
43 95.56 
7 15.56 
21 46.67 
0 o.oo 
3 6.67 
0 o.oo 
21 46.67 li 24.44 
4 8.89 8 17.78 
1 2.22 13 28.89 
19 42.22 
7 15.56 
7 15.56 
1 2.22 
7 15.56 
8 17.78 
For singing a.cti vi ties, the unison song was used frequentl.; 
! 
by more teachers than e.:ny other type of singi-ng. This type of 
singing was used by 95.56% of the teachers. The popular song, 
used occasionally, was noted by the second highest number of 
teachers or 64.1~4%. 46.67% of the teachers reported in the 
Never colur.m for the art song arid 28.89% made no response for 
the art somg. Twenty-eir:ht teachers or 62.56% reported oc-
4lt casional use of folk songs, twenty-one teachers or 46.67% re-
ported frequent use of folk songs and 19 teachers or 42.22% 
checked frequent use of rounds and canons. 
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TABLE XIII 
Performance Sftuations 
======~======~-~-====================~~=~==~----~-====-====~--~-~-==--=--==~~= NO 
No. ___ .:% Occasionally Frequently Res% Type of Performance ·Never 
1. Assembly 6 13.33 
' 
30 66.67 5 11.11 4 8.8 
2. Opening Exercises . 3 6.67 3 6.67 36 80 3 6.6 
3. Outside Groups 16 35.56 20 .44.44 0 ·o.oo 9 20 
4. Ensembles 16 35.56 18 40 11 24.44 0 0.0( 
------~----~------------------------------------------------------
As can be seen from the above table, 80% of the teachers 
have the class frequently participate in opening exercises and 
66.67% have· their class participate occasionally in· assembly. 
programs. The teachers never have guest artists come into 
the classroom frequently,,but 20.44% declared that_guest ar-
tists do visit occasionally. Forty per cent· of the teachers 
occasionally have the members of the class perform in en-
semble groups. Three out· of forty-five or 6.67% of the 
teachers responded that they never have the cle.ss participate 
in opening exercises and also 6.67% replied that their class 
participated in opening ·exercises occasionally. 
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Miscellaneous 
l.Use of accompany-
TABLE XIV 
Singing Activities 
Never 
No. % 
·-- No 
Occasionally Frequently~ ResJ;>onse 
No. % No. % No. % 
ing instruments 5 11.11 23 51.11 11 24.44 6 13.3 
2.Singing with 
class 1 2.22 8 17.78 21 46.67 15 
The largest number of teachers occasionally used accom-
panying instrum~nts, the number bein~ 23 or 51.11%. Twenty 
one teachers or 46 .• 67%. sang frequently with the class. Five 
teachers or 11.11% reported no use of accompanying instruments 
and 6 teachers or 13.33 made no response. One teacher or 2.22% 
stated that there was no singing with the class and 15 teachers 
or 33.33% made no response. 
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TABLE XV 
Listening Activities 
i==============~==~~~-=~===~==============~~~1·0== 
!Type of Activity ~~~Je_v~e~r~ __ Qccasionally Frequently Response 
1-·-------·--·--.....:N::..:..o~. _.J,_.o...o ___ ,1:'""'~ o~.'-----L.%;...___. __ _____No. _ __JL ____ N o. % 
ll.For enjoyment 
I 
i 
I2.For mood 
i I 3. For theme 
I 
I 
14. To recognize 
1 instruments 
15.For Form 
6.For rhythm 
3 6.67 23 
9 20 14 
11 24.44 19 
8 17.78 25 
17 37.78 13 
4 8.89 19 
51.11 
31.11 
42.22 
55.56 
28.89 
42.22 
19 42.22 0 0 .oc 
11 24.44 11 24.4~ 
12 26.67 3 6.67 
11 24.44 1 2 .2~ 
5 11.11 10 22 .2~ 
15 33.33 7 15 .5( 
~------------------------------------------------------------
! Nineteen teachers or 42.22% frequently use listening ac-
I I ti vi ties for enjoyment. Table XV also shows tha.t 23 teachers 
I occasionally use listening to recognize instruments. The table 
1 shows that the largest number of teachers reported occasional I . 
luse of each item listed. 
TA~LE XVI 
I Listening Activities 
!====~===============~= -· --- --· - ··-·-
1 Integration 
I 
l l.Lives of I Composers 
12 .Music History 
I 
! 
! 
'i J: 
Never 
No. % 
9 20 
11 24.44 
Occasionally 
No. % 
27 60 
17 37.78 
No 
Frequently ResponsE 
N_o. §,_ No. % 
7 15.56 2 4.44 
6 13.33 11 24.44 
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The items in Table XVI are concerned with music apprec-
iation. 6Q% of the respondents teach the lives of composers 
occasionally, and 37~78% of the teachers include some form 
of music history in the classroom. Less than 25% of the 
teachers never have these two phases of music history. 15.56% 
frequently include the lives of composers in their curriculum 
and 13.13% frequently include some study of music history. 
TABLE XVII 
Listening Activities 
Performance Never Occasionally 
No 
Frequently Respom 
,,ll.Field trips 
No. % 
39 
2.Visiting artists 25 
86.67 
55.56 
No. % 
6 13.33 
12 26.67 
No. % No. ~ 
0 o.oo 0 o.oc 
o o.oo 8 17.7E 
! 
I 
I 
I 
I 
I 
i 
3.J?upil perform-
ances 
4.Radio 
5. Television 
6.Class (taped) 
6 
23 
18 
19 
13.33 
51.11 
40 
42.22 
25 55.56 
16 35.56 
5 11.11 
18 40 
7 15.56 7 15.5E 
0 o.oo 6 13.33 
3 6.67 19 42.22 
1 2.22 7 15.5E 
The above table indicates that 45 teachers or 100% re-
ported for the field trip. Thirty-nine teachers of the forty-
I five teachers stated that they never made use of the field trii 
II while six teachers or 13.33% made occasional use of the field 
trip. The table shows that the largest number of teachers never 
l
i made use of any of the above items in listening activities with 
I, the exception of pupil performance for which the largest number 
of teachers (25 or 55.56%) checked in the occasional column. 
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TABLE XVIII 
/ 
Rhythmic Activities 
Type: of No 
Activity Never OccasionallY Frequently Re~~onse 
No. % No.; ·% No. % , No .. ·%. 
l.Folk or square 
dance 2 4.44 17 37.78 14 42.22 12 26.6' 
2.Free response 
to music 12 26.6.7 18 
.. 
40 9 20 6 13.3 
3.Response to .. 
note groups 16 35 .. 56 11 24.44 7 15.56 11 24.~ 
4:Playing rhythmic 
... ,. . . 
.. 
accompaniment 16 35.56 5 11.11 1 2.22 23 51.1 
... 
... '· 
. . .. . . . 
. .. •· . 
The above table on rh~r thmi c 
v • 
·activities shmvs t.h~.t 42·.2~%. 0 
tqe respondents . frequently, have folk o~ square danc.ing wj, th~n · 
t:qe classroom and 37.78% occasionally use square dancing in 
their curriculum. 40% of 'the tee.chers r~plied that occasionall, 
. , 
children had the opportunity to make free response to music and 
i 20% replied that free response to music was a frequent activity 
2:22% of the teachers or 1 out of 45 had the c·hildren play 
I rhythmic accompaniments t0 songs vrhere.as 11.11% used this form 
I 
of rhy.thmic .activity frequ,ently and 35.56% nev~r. employed .i:t •. 
24.44% of. the teachers de.clared th,at they occasional.ly ·p.ad· the I children respond t.o note .groups. 
I 
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TABLE XIX 
Instrumental Activities 
\====TY=p=e==o=f==========================~=================N=o=== 
I Activity Never Occasionally Frequently Responsa 
j ------------------~N~o~·~·-~%~~---=N~o~·~--~%~----~N~o~·~-.%~~--~N~o~·~~%~ 
! 1. Rhythm band 
I without score 
I I 2 • Rhythm band 
·1 with score 
I j3.Class .piano 
1 instruction 
I j4.Melody bands 
I . 
15.Instrumental 
I ensembles 
',6.Identifying and 
Reproducing 
j rhythms 
I 
31 68~89 5 
35 77.7.8 2 
32 71.11 3 
32 71.11 2 
28 62.22 7 
25 55.56 11 
11.11 1 2.22 8 17.78 
4.44 3 6.67 5 11.11 
6.67 1 2.22 9 20 
4.44 1 2.22 10 22.22 
15.56 1 2.22 9 20 
24.44 2 4.44 7 15.56 
I 
I For classroom instrumental activities dealing primarily 
lwith rhythm band and identification and reproductions of rhythms 
!the table shows that the majority of' teachers never use the 
I 
!listed activities. The activity.receiving more frequent use is 
i:the rhythm band from score, reported by 3 teachers or 6.67%. The 
jl[argest number. of teachers stated occasional use of identifying 
! nd reproduction of rhythms among the listed activities. The 
elody band received the highest number of no response by 10 
\reachers or 22.22%. 
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TABLE XX 
Creative Music Activities 
!======================================== 
1 Type of No 
1 Activity Never Occasionally Frequently Response 
1 -----------'------~N~o~·--~%~--~N~o~·~---~%o~--~N~o~·---·~~o--~N~o~.--~%~o-·_ 
jl~Melody writing 30 66.67 10 22.22 1 2.22 4 8.89 
12 .Song writing 28 62~22 12 26.67 1 2.22 4 
i 3 .Rhythmic I ace ompaniment 23 51~11 13 28~89 3 6.67 6 13.33 
1
4. Simple harmony 
I for ~e.m.i1iar . songs 6 24.44 2 4.4J.I. 11 13.33 
I I 5 .. Descants 28 62.22 8 17.78 6 13.33 3 6.67 
16. Vocal harmon-
1 . izat-ions 19 42.22 11 24.44 9 20 6 13.33 I . 117 .Dramatic inter-
! preta tiona 19 42.22 12 26.67 24~44 6.67 3 11 
i ! 8.Instrument l making · 
! g.Music notebooks 21 46.67 13· 
33 7 15.56 73.33 15 0 11.11 o.oo 
28.89. 4 8.89 7 15.56 
l 
! 
1 
.Less than 30% of the teachers use creative activities 
! l occasionally .in the classroom and less than 20% of the teachers I . . I make frequent use of creative activities. The majority of the 
i teachers.who responded. to.this section of the questionnaire re-I . .. . 
1 plied that creative music activities was not part of th,e music 
I 
:
11 
program. 
Twenty per cent of the respondents used vocal harmoniz-
i I ations frequently and 13.33% had the children compose descants 
I il h 
I 
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:! 
l 
I 
! 
' l 
I I and simple harmony for familiar songs. 2.22% have the children 
i 
i l write melodies or songs frequently. 
I Music notebooks and. creating rhythmic accompaniments were .. 
I I occasionally employed as a classroom activity as responded by 
I 28.89% of the teachers. 11.11% of the respondents had occas-
1
'. ionally made instruments. 
TABLE XXI 
Types of Reading Employed 
Type· 
Movable 11 do11 
I 2. Fixed 11 do 11 
13 • Letter names 
14. Syllables 
I 
, 5. Numbers 
f 16" Neutral syllables 
Yes 
No. % 
32 71.11 
12 
29 
39 
8 
26.67 
64.44 
86.67 
20 
17.78 
No. 
4 
30 
12 
5 
29 
30 
No 
No Response 
% No. % 
8.89 10 22.22 
66.64 3 6.67 
26.67 4 8.89 
. 
11.11 1 2.22 
64.44 7 11.11 
66.67 7 15.56 
I Syllables was checked by the largest number of teachers as 
I the type of reading employed. 39 teachers or 86o67% used 
'I· syllables for reading. 71% of the teachers used movable 11 do 11 , 
64.44% of the teachers used letter names and 12 teachers or 
I 
I 26.67% used ·fixed "do." 30 teachers or 66.67% of the teachers 
jnever used fixed 11do 11 or neutral syllables. Movable 11do 11 re-
lceived the largest number of no response by 22.22% of the 45 
I teachers. 
L -
l 
I 
\I 
' 
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TABLE XXII 
Theory Taught. 
I 
I ======================================================~~==~ i No I Type o:f Theory Yes No Res12onse 
I No. % No. % No. % I ! 
I 
i l.Function of G and 
I 
F Clef 35 77.78 12 26.67 0 o.oo 
I 2. Key and Time 
I Signatures 45 100 0 o.oo 0 o.oo I 
I 
I 3. Musical Vocabulary 41 91.11 3 6.67 1 2.22 
14. Chromatics 33 73.33 15 33.33 0 o.oo 
I 
I 
I The above table indicates that 100% of the respondents I 
I teach key and time signatures. All the respondents stated that 
i 
they teach some form of the above types of basic music theory. 
All items were answered by the 45 teachers except 2.22% who 
I did 
·the 
I 
·I 
! 
not respond to the item on musical vocabulary. 91.11% o:r 
respondents replied that musical vocabulary was taught. 
Section IV 
Section IV of the questionnaire was concerned with a number 
I jO:f miscellaneous items: music supervisor's visits, listening 
i 
jspan of class, integration of music with other subjects, treat-
!ment of defective singers and the type of marking system. 
I 
I 
l 
l 
I 
! 
I 
!I 
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TABLE XXIII 
Music Supervisors Visits 
I Frequency of Visits 
I 
No. 
1------------------------------------------~--------------------l 
, 1. Twice a week 
I 
1 2.22 
j2. Once a week 12 26 .. 67 
13 28.89 
16 35.56 
11 24.44 
13· Once in 2 weeks 
114. Once in 3 weeks 
1j'5. Once in 4 weeks 
16· Once in 2 months 
1!7. 3 or 4 times a year 1 2.22 il-------------------~1 
1 2 .. 22 
I As can be seen by the above table 35 .. -11% of the te·achers 
I 
1 report that the music supervisor visi t_s them once in 3 .weeks. 
l 
land 28.-89% replied that the visits occur onoe.in 2 weeks. 2.22% 
!replied that their music supervisor visits once a month, 3 or 
f4 times a year or twice a month. 
I 
I 
I 
TABLE XXIV 
Music Appreciation 
11----------------------------------------------------------------I 
I Listening Span No. % 
I 
!10 minutes 6 13.33 
!115 minutes 12 26.67 r minutes 5 11.11 
!25 minutes 1 2.22 
i 0 minutes 10 22.22 ! 
!i 5 minutes 1 2.22 
' --- --. I q 
li 
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This table shows that the largest number of teachers 
(12 or 26.67%) stated 15 minutes to be the listening span of 
I the class during music appreciation. One teacher or 2.2~ 
I I stated 45 minutes, the longest period reported and 6 teachers 
i 
1 or 13.33% found 10 minutes to be the listening span .of the 
I i class, this being the shortest period reported. 
l 
I Integration With Other Subjects 
I Subjects No. %' 
I jl· Art 13 28.89 
,2. Science 3 6.67 
13· Language Arts 11 24.44 
I 
14. Arithmetic 8 17.78 
5. Social Studies 36 80 
l6• Physical Education 7 15.56 
I 
I Music is integrated with social studies more than any othe 
I 
I subject according to. th'e above table, reported for by 36 teach-
1ers or 8q% of the total number of teachers. In four cases, 
1. 
music was integrated with five subjects. The subject for 
jwhich the lowest number of teachers reported was science. 
l 
l j 
I 
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I 
I 
I Remedial Aid 
Are uncertain 
singers helped 
TABLE XXVI 
Uncertain Singers 
Yes 
No. .~ 
32 71.11 
No No Response 
No. No. % 
13 28.89 0 o.oo 
This item refers aids given .the uncertain singer. Thirty-
i 
1 two teachers or 71.11% of the teachers gave special attention 
I 
I 
I 
I 
I 
! 
I 
I 
I 
I 
I 
l 
I 
i 
; j 
I 
I 
i 
i 
I 
I 
I 
l 
! 
I 
' I 
I 
I 
I 
I 
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I 
I 
! 
i 
li 
II 
to the uncertain singer by varying techniques. Thirteen 
teachers or 28.89% of the teachers gave no remedial aid to the 
uncertain singer. The total number of 45 teachers responded 
to the item. 
TABLE XXVII 
Marking and Grading 
Type of Marking No. % 
Letter 20 44.44 
Number or % 0 o.oo 
Satisfactory or Unsatisfactory 15 33.33 
Other 4 8.89 
No marking 4 8.89 
No response 2 4.44 
82 
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I 
The letter grade for music is used by the largest number 
of teachers accord.ing to table XXVII, used by 20 teachers or 
I 
11 44.44%. Satisfactory or unsatisfactory comes second, reported· 
I by 15 teachers or 33.33?'. There were no teachers Who used 
1 number or%, and two teachers made no response to any of the 
I I forms of marking listed. 
I 
i 
l 
l 
i 
II 
I 
I 
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l 
I 
I 
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i 
I 
I 
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CHAPTER IV 
SUMMARY AND CONCLUSIONS I, 
II 
It was the purpose of this study to provide a spot check 
on the status of music in the classroom as provided by the 
classroom teacher by a random selection of teachers and towns. I 
The data was analyzed under the following headings: 
1. Teacher Preparation 
2. Physical Equipment and Teacher Aids 
3. Music Activities in the Classroom 
4. Miscellaneous Information 
Section I -- Teacher Preparation 
1. The two courses taken most frequently by the teachers 
while in college were music appreciation and music methods for 
elementary school. General music was also a course that 
teachers participated in. Many teachers did not have any form 
of music courses and others had a great deal more than the 
usual basic requirements. 
2. Music theory courses in college were not prevalent. 
Ear training and conducting were the two courses most fre-
quented by the teachers. Apparently the teachers do not feel 
that music theory is necessary to conduct a music program. 
3. Private instruction in music theory was taken by ten 
teachers who responded to the inquiry form with sight singing 
as the more prevalent course. 
I 4. As might be expected, piano is the instrument which the 
I 
1 majority of the teachers play. I . Ma,ny of the classroom teachers 
i 
1 responded that sometime during their school years they had 
l studied voice. The ability to sing is necessary in order to 
I
I carry out a well-rounded vocal program. Very few teachers have 
studied any other instrument besides piano. Among the orches-~ tral instruments, clarinet seems to be the most popular. 
l 
'1
1 
the piano by sight. 
, could only play the melody line. 
5 • The maj ori ty of teachers replied that they could p l,ay 
A few of the teachers stated they they 
i 
l 6. All teachers were able to snng well enough with the 
!majority to be able to carry on a music program in the classroo 
l 
! 7. More than 75% of the teachers participate in some form I of musical activities within the community with the majority 
i ! singing in church choirs. 
I ! 8. Very few of the teachers have ever sung a solo. Those 
I 
I 
!who have, did so in operettas and church choirs. 
I 
i Section II -- Physical Equipment and Teaching Aids 
I 
l 1. The physical equipment that is available to teachers 
! 
jseems to be satisfactory. 
I 
ll 2. There seems to be a trend towards the use of television 
:in tpe music program. 
I 
i 
I 
I 3. The majority of the teachers reported that rhythmic 
I (instruments were used in the intermediate grades, but some felt 
l jthese instruments should only be used in the primary grades. 
85 
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4. Our Singing World series, published by Ginn and Co., 
appears to be the predominant textbook in use in music. The 
e majority Of teachers felt that they had a \<Tell-equipped mUSiC 
library and supplementary song books. There appears to be a 
lack of books on music literature. 
Section III -- Musical Activities 
I 1. As can be expected; singing is the most frequently usedj 
I 
of all music activities with the majority of songs sung in uni 1 
son or in two parts. 
2. The folk song leads in the type of songs that are sunga. 
The art song does not appear to have a place in the music pro-
gram. 
3. The majority of the classes have the opportunity to 
participate in assemblies and opening exercises. 
4. Rhythmic instruments are not used often to accompany 
songs. 
5. There are still some teachers who sing along with the 
children. 
6. The teachers offer the students the opportunity to 
listen to music, but not too many students have the opportunit 
to study the lives of composers or music fuistory. 
7. There is a trend to have visiting artists lecture and 
perform for the students. 
8. As yet, field trips in music are not part of the class-
_j room activities. 
I. 
86 
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j 9· More than 50% of the teachers reported that the studentE 
I jhave an opportunity to perform for each other. 
' I 10. Folk and square dancing appear to have an active part 
I in the music program. 
! 11. The teachers report that rhythm bands are not an im-
1 portant part of the music program as they feel that this is an 
I activity primarily for the primary grades. 
I 12. The creative activities, such as writing music, drama-
i 
1 tic interpretations and instrument making are neglected by 
I I most classroom teachers. 
I I 13. Movable 11 do 11 is the reading system used by most teachere 
1 with some teachers using both movable and fixed 11 do. 11 Letter 
I I names are also found to be in favorable use. 
I 
14. Basic music theory is taught by all classroom teachers. 
! Section IV -- Miscellaneous Information 
I 
I 
I 
1. The majority of music supervisors visit the classrooms 
l either once in 2 or 3 weeks. In many cases the teachers fee·l 
I 
1 that the supervisors 1 vis:fts are not helpful. 
I 2. Between 15-30 minutes appears to be the average listen-
I I ing span of the class in music appreciation. 
1 3. There is a definite trend for integration of music with 
!· 
other subjects especially in the social studies. 
I 
··! 4. Teachers are becoming aware of the needs of the 11de-
! fee ti ve "singer. 
I 
There is a definite trend in giving individual 
' I help for those students. 
i 
I 
i' 
I 
5. The majority of teachers use some form of marking in 
music. Effort and attitude seemed to be the most important 
·~ factors in determining the grades. 
II 
I 
,j 
.. 
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CHAPTER V 
SUGGESTIONS FOR FURTHER STUDY 
Following are several suggestions which the authors wish 
to make for further study. 
1. It is suggested that a study of this same type be made 
on a larger scale involving more cities and townships in other 
states. 
2. Investigation should be made to find out why creative 
music activities are not used as a regular part of the class-
room music programo 
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February 1, 1957 
Dear 
We are making a survey of the classroom music 
program, physical equipment, and the musical preparation 
of the classroom teacher of grades 4, 5, and 6 as applied 
throughout the state of Massachusetts. This survey is 
being made as a partial requirement for the master's 
degree at Boston University School of Education. We will 
appreciate your cooperation in filling out the enclosed 
inquiry form. 
In order to tabulate and record our findings, we 
wish to have the questionnaire returned to us by March 28. 
Enclosed please find a self-addressed envelope. 
Sincerely, 
:! 
;-._ 
INQUIRY FORlVI FOR A SURVEY OF STATUS AND 
PROCEDURES OF MUSIC EDUCATION IN THE ELEMENTARY SCHOOLS 
TOWN 
GRADE 
NUMBER OF PUPILS __ ~~~---
TEACHER PREPARATION 
-G __- Che'ck the following courses that you may have studied in your college 
1lf teacher preparation and state the number of semester hours that were 
acquired: 
CHECK SEMESTER HOURS COURSE 
1. A general course in Music 
2. Music methods for elementary 
schools 
3. Music appreciation 
4. Vocal methods 
5. Instrumental methods 
6. Conducting methods 
7. Music history 
8. Music workshop 
Ch~ck in the correct column training you may have had in the following 
mus·ic theory courses:. 
PRIVATE INSTRUCTION 
CHECK NO. OF YRS. 
COLLEGE COURSES 
CHECK SEM.HRS. A. Solfege: 
1. sight singing 
2. ear-training 
B. Harmony: 
1. written 
2. keyboard 
c. Counterpoint 
D. Composition 
E .. Conducting 
Check in the column skills you have developed in the followir.g areas and 
state _the number of 1ears of study: 
C.BECK NO. OF YRS. 
Check the correct answer: 
Yes NO 
INSTRUMENTS 
1. Voice Sop. ( ), Alto ( ) 3 
Tenor ( ), Bass ( ). 
2. Piano 
3. Organ 
4. Orchestral instruments !1 list: 
1. 
2. 
3. 
4. 
1. Can you play by sight? 
2. Can you play by ear? 
3. Can you play by memory? 
4. Can you accompany the class? 
5. Can you transpose to a 
higher or lower key? 
-2-
How well do you think you sing? None ( ), Some ( ), Adequate ( ), Well ( ) ~ 
Check tbe type of musical activities in which you have participated: 
NEVER OCCASIONALLY FREQUENTLY GROuP 
1. Chur ch choir 
2. Choral 
3. Orchestral 
Were you ever a soloist in one of these groups? YES ( ) 
If yes, in what capacity? 
NO ( ) 
CLASSROOM ACTIVITIES 
I. Please indicate by check mark in the appropriate column which of 
the following equipment is available to you: 
CLASSROOM WITHIN SCHOOL WITHIN SCHOOL SYSTEM EQUIPMENT 
Eiano 
Pitchpipe 
Phonograph 
Phonograph records 
Metronome 
Tape recorder 
Television 
Sound projector 
Screen 
Movie projector 
Slides 
Film strips 
Music charts and 
illustrations 
Staff liner 
Reproduction of 
piano keyboard 
II. Publications 
III. 
A. What are your basic music textbooks? 
1. ______________________ , ______________ , ______ _ 
2. 
B • P 1 e as -e--c-=-h-e-c"""k,..--.,...,th:---e---,f~o--=l:-::1=-o-WJ.""'·:-n-g-s-· -u-p-p"""l_e_m_e-n"""'t'a_r_y __ nr_u_;s-:-i c books you may fa ve : 
( ) l. Community song books 
( ) 2. Sight readir.g books 
- ( ) - 3.- Song 1::0 oks · -
( ) 4. Workbooks 
( ) 5. Resource library 
G. Please check for the teachers resource library: 
Instruments: 
Please indicate 
castanets 
--tambourines 
--drums 
--tone blocks 
--tonettes 
--song bells 
--tom-toms 
( ) 1. Curriculum guide 
( ) 2. Rote song books 
( ) 3. Music publications 
by che ckmark which 
sticks 
--cymbals 
--triangles 
--woodblocks 
--flutophones 
--autoharp 
-recorder 
instruments are available 
sand blocks 
--jingle sticks 
--sleigh bells 
--chimes 
--marimbas 
--glockenspiel 
-rattles 
to you: 
1J·. 
-3-
IV. Musical Acti viti es in the Classroom 
Never Occasionally Frequently 
.~·. 
Activities 
A. Singing. 
l .. Type of songs 
a .. unison 
b .. popular 
c. folk 
d .. two-part 
e .. three- or four-part 
f .. art 
g. rounds and canons 
h., descants 
i .. action 
2.. Performance 
a. assembly 
b. ope.ning exercises 
c., outside groups 
d., small and large 
ensemble 
3. Use of accompanying 
instruments 
4. Singing along with class 
B. Listening 
l .. Types of listening 
a. enjoyment 
b. mood 
c., theme 
d. recognition of 
ins trumen ts 
e., form 
f. rhythm 
2. Integration 
a. lives of composers 
b. music history 
3. Performance 
a. field trips 
b. visiting artists 
c. pupil performances 
d. radio 
e. television 
f,. class (taped) 
c. Rhythmics 
l .. Folk and square dance 
2 .. Free rhythm response 
to music 
3. Bodily responses to 
note groups 
4. Playing rhythmic 
__ accompaniments 
D .. Playing 
l. Rhythm b. and without s cor e 
2. Rhythm band with score 
3. Class instruction in 
piano 
4. Melody band 
5 • Large and small 
instrumental ensembles 
6. Identifying and 
reproducing rhythms 
-4-
Never Occasionally Frequently Activities 
E .. Creative 
V. Please check in the appropriate 
YES 'NO 
VI .. Miscellaneous 
column: 
1 .. Composition 
a.. Original melodies 
b. song writing 
c. rhythmic accompaniments 
to songs 
d. simple harmonies to ~ 
familiar songs ,.,..-• 
e .. descants 
2. Vocal harmonizations 
3. Dramatic interpretations 
to music 
4., Instrument making 
5. Music notebooks 
A., Reading system 
1 .. Do you use movable ndott? 
2. Do you use 11 fixed don?_ 
3. Do you use letter names? 
4. Do you use syllables? 
5., Do you use numbers? 
6. Do you use neutral syllables? 
B. Elementary t be ory 
1. Do you teach the function 
. of the G and F clefs? 
2 .. Do you teach tbe key a-nd 
time signatures? 
3. Do.you.teach musical 
vocabulary? 
4. Do you teach chromatics? 
A. How often does the music supervisor or music. consultant visit 
your class? 
Comment 
--------------------------------------------·-----------------
B. What is the listening span of your class in music appreciation 
class? 
Comment 
----------------------------------------------------------------
c. With what subjects do you integrate music, if any? 
--------
D. Is any attention given to the ttuncertain singers 11 ? 
Comment ----------
E. Do you mark students in music? yes no. If Yes, what 
system do you use? Please indicate by checkmark: 
letter 
--number or percent 
--satisfactory or unsatisfactory 
=others (please explain) 
